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Feeling Women’s Cuir Cultural Production: Reparative Criticisms, Temporal Displacements
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Professor Stephanie Kirk, Chair
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In Feeling Women’s Cuir Culture: Reparative criticisms, Temporal Displacements I identify cuir
moments, that is instances scattered through time when heteropatriarchal structures are troubled
to later use that troubling either as a political force or an epistemological moment. I argue that
women’s cuir cultural production uses negative feelings to unmake normative structures;
therefore, keywords in this production are able to reorient us to empathetic practices of cultural
criticism. Throughout a diverse corpus that ranges from the analysis of canonical literary figures
such as Inés Arredondo to visual culture and fashion, from a Brazilian graphic novel to drag
performances in the thirties, I aim to create and dismantle an affective cuir gendered canon that
exceeds narratives of the nation, modernity, and the lettered city.
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Introduction
The Politics of Filling/Feeling Women’s Cuir Culture

¡Cuir! ¡Cuir! ¡Cuir!
Juan Carlos Bautista
no existe la canción en que juan gabriel usa las palabras coger mayate identidades queer
Yolanda Segura

I snap at the systematic erasure of women’s cuir cultural production. I snap at the cultural
and literary processes that disguise gay male culture as the epitome of cuiridad. I snap at the
frankly tedious sexist attitudes that claim gender and queer/cuir studies as producers of grievance
instead of knowledge. I snap at processes of representation. I snap at canon formations. I snap at
queer theory. I snap. Snaps are those moments when you just cannot take it anymore. Described
as a sudden break or an irritable tone, a snap can work, as Sara Ahmed explains, as a cuir
feminist moment of change (“Snap!”). These moments have the potential to create both
conceptual tools and bonds. The stitches that sew together the different chapters of my
dissertation, entitled, Feeling Women’s Cuir Cultural Production: Reparative Criticisms,
Temporal Displacements are the snaps caused by the distress that I feel every time I have to
argue why women’s cuir culture matters as a site of knowledge production that functions, in part,
as resistance to heteropatriarchal and heteronormative formations.

1

Caught between resistance narratives and identity politics, gender and queer/cuir studies
are often dismissed as fields that (re)produce little more than grievance,1 that is feelings of
resentment or statements of complaint. Because of these prejudices, in Mexican studies, these
fields of inquiry are viewed with distrust and caution. So, I warn my reader. In the following
pages, cuiridad emerges as form of grievance—manifested through anger, pain, mourning,
among other ugly feelings—and feelings are epistemological moves. As a whole, this book is an
act of resistance, an attempt to make visible women’s cuir culture, and a shot into building a cuir
canon. At the same time, this book disavows resistance, practices of representation, and
canonicity as ways of doing literary and cultural criticism. This book is also a gesture towards
the cuirización of queerness and the nation. If I rehearse an intellectual history of the term cuir,
or the history of gendered canon formation, and if I make visible “Mexican” women’s cuir
cultural production, it is with the hope that future scholarship no longer has to rehearse these
histories or perform these strategies. I want future conversations to start in different places. All
this to say, that in the following pages there is a deliberated chaotic intention that highlights the
epistemic nonsense of cuiridad as a political force that could be harvested with the intentions of
creating a better world. Or, to sound less utopian, to promote healthier and more ethical ways of
doing literary and cultural criticism. By ethical, in this case, I mean ways that do not reproduce
heteropatriarchal and heteronormative structures inherent in colonialism and from which some
forms of cultural critique insist on reproducing as I will show throughout these pages.

1

I use the word grievance as a reference to the grievance studies affair, a project to highlight the “poor” scholarship
of several academic fields such as queer, race, gender, fat and sexuality studies. Also referred as the “Sokal
Squared” scandal, this project took place over 2017 and 2018. But it is a reflection of some sectors of the academic
world that do not agree with the intellectual validity of these critical interventions.
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Feeling Women’s Cuir Cultural Production: Reparative Criticisms, Temporal
Displacements is a temporal arrangement. My arguments and archive are not attached to a linear
conception of time but to a way of feeling temporality that highlights time as out of joint (Carla
Freccero). Cuir women cannot embrace their pleasure or the jouissance of the moment without
fearing the negative consequences of their boldness. This is the case of every single cuir woman
producer of my archive. Cuir women are also constantly stripped of the possibility of a future as
punishment for defying heteropatriarchal structures. I show this through my reading and analysis
of lesbian literature and trans imaginaries in cultural objects, such as the film Carmín tropical or
the case of Concepción Jurado/Carlos Balmori. All this to say that, cuir women have been denied
their present and their future has been annihilated. Thus, the temporal feature of cuiridad
throughout my archive emerges as an affective way of understanding time. I am interested in this
affective temporality as a way of reorganizing cuiridad as a gendered political affiliation that
troubles the boundaries of the nation, modernity, and canon formation.
What do I mean by women’s cuir cultural production? First of all, “women” here is a
political category that implies a strategic rejection of men’s cuir culture. The women I study in
these pages are either cis women or gender benders—lesbians, bisexuals, and others existing on
what Adrienne Rich called the lesbian continuum, a range of women-identified experiences
(648). They engage in BDSM and defend non-monogamy, or are married to cis heterosexual men
while they create feminist cuir spaces of resistance. What they have in common is that,
throughout their work, they mock masculinity, heteronormativity, and heteropatriarchy, creating
creates aesthetic practices to produce epistemic moments of change. These women are
unapologetically cuir feminist killjoys—that is, echoing Ahmed, feminist and cuir subjectivities
3

that use ugly feelings as moments for knowledge production. By cuir cultural production I mean
any type of cultural object that showcases an unconventional form of relating to normative
structures. My dissimilar cultural objects—literature, photographs, actions, films, graphic novels,
and fashion designs—suggest that cuir culture exists on troubled spaces, highlighting places that
exceed normative structures, such as the aforementioned nation, the so-called lettered city, and
the cultural canon. It is time to pay attention to the radical potential of women’s cuir cultural
production and to fill in the gaps of “Mexican” cuir cultural history. This is the necessary
political move against the patriarchal regimens of the “normal.”
The Cuirización of Queer or the Epistemological Privileges of Cuir
The history of cuiridad in Mexico is a fake one. By this I mean that the socio-historical
conditions that first gave meaning to the word “queer” in the US2 are rooted in a particular space
(the US) and temporality that is not equivalent to other places, such as Mexico and the rest of
Latin America. Therefore, cuir needs to be understood as a word that signals how concepts travel
and the implications of these displacements. Thus, cuiridad is a field of knowledge located in a
specific geography and culture that requires transnational dialogues and translation practices
(Héctor Domínguez Ruvalcaba). Taking this into account, throughout the following pages, I use
the word cuir to highlight discourses produced in non-hegemonic spaces to talk about sexual
dissidents living in the so-called Third world, as well as a way to resist colonial discourses
around sexuality and gender. On the other hand, I retain the word queer when talking about the
US context, either to refer to queer studies or to queer subjectivities.

2

Beyond its original pejorative connotations, the word queer has been used as an umbrella term for sexual and
gender minorities, as a word used to describe non-normative practices, politics and methodologies, and to establish a
community.
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Having said that, the presence of cuiridad in Mexico begins in the nineties as a translation
question: Can queerness be translated into the Spanish word raro? Bolívar Echeverría and Carlos
Monsiváis were the first ones to explore the possibilities of queer in Mexico, mainly in relation
to the word raro. According to Echevarría, the word raro in Spanish has an aggressive, insulting,
ridiculing tone which emphasizes the deplorable aspect of its meaning. To counter its
connotations, sometimes the word rarito is used—as if the diminutive softens the offensive
tone—while in English, queer has already been reclaimed by the LGTBQ community, who
successfully detached the word from its pejorative connotations (9). On the other hand, Carlos
Monsiváis explains that rarito is the most similar term to the word queer because of its double
meaning, “weird” and “gay,” reducing the term to a single sexual identity (“Los que tenemos…”
12). At the beginning of the twentieth century, however, the word raro was used to transform the
“threatening other” into something manageable, harmless and pathetic. Today it has fallen into
disuse. Another problem with the word raro is one that both authors fail to explain, raro also has
misogynist and normative connotations (i.e. equating queer to male gayness). As an example,
Monsiváis explains that:
Entre la variedad de términos para los homosexuales, el menos ofensivo y el más
descriptivo de la tolerancia posible en las ciudades, es “rarito”, voz que denota la
extrañeza divertida ante los prófugos de la Norma (de la naturaleza misma). El
“rarito”: el más excéntrico de aquellos que han cometido el pecado irremisible:
asimilarse a la conducta del género vencido para siempre: las mujeres. (12)
This clarifies why queer and rarito cannot be equivalent: rarito has a normative connotation
linked to a binary/patriarchal understanding of gender that is totally incompatible with ideals of
5

queerness. Instead of encompassing a wide range of sexual dissidences, rarito equals gay
maleness. To be fair, both Monsiváis and Echeverría are writing at the end of the 1990s, seizing
on any available tools to try to make sense of a new phenomenon in a time when queer studies
and culture were too fresh to really grasp their nuances and limitations.3 Since then, however,
little has been done to further explore the limitations and possibilities of translating queerness
into Spanish.
Héctor Domínguez Ruvalcaba is one of the only scholars to continue this line of research,
which is the focus of his recent book Translating the Queer: Body Politics and Transnational
Conversations (2016). Domínguez Ruvalcaba departs from the ideas that the study of queerness
is located in a specific geography and culture, that it is not a universal notion (1). He argues that
beyond the act of translation itself, “the effect of queer discourse in Latin America is the
rearticulation of the social and political meaning of the body, a disrupting reordering of the
gender system” (6). Without going too far into the details of Domínguez Ruvalcaba’s arguments,
what is relevant to me is that he argues that queer is not only possible in Latin America, but it is
also a necessary theoretical move to challenge normative gender-sex systems.
However, the reality is that most scholars—above all, those producing from and for
Mexico—oppose the use of queer for Latin America. One example comes from the work of
Norma Mogrovejo. For Mogrovejo, the word queer implies linguistic colonization, a simple act
of import that reveals the mainstream (colonial) attitude that finds more “elegance” in foreign
words and theories (233). Using the word queer instead of the equivalent term “sexual
dissidences,” one that has a long history in Latin America, serves as evidence of the imperialistic
3

As an example, Gender Trouble (1990) had not even been translated into Spanish when these authors were trying
to figure out what queer meant. Butler’s book was translated in 2001.
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practices behind the adoption of queer. What I find problematic about Mogrovejo’s position is its
lack of dialogue with queer theory—especially one that undertakes decolonial processes in its
methodologies—and the somewhat simplistic dismissal of this field of study as mere
imperialism. In a similar way, Brad Epps argues that queer is a word rooted in the sociohistorical conditions of the Anglophone world. Because it has no history in Latin America, the
use of queer is risky (899). Even though this is true, the word has been translated—in popular
culture as well as by academics and activists—to fit a Latin American context, and to account for
a movement that opposes normative politics while engaging in decolonial practices: queer has
been queered into cuir.
Before getting into cuir, I want to point out another issue. In 2009, a group of Spanish4
feminists held a meeting in Granada during which young transfeminist activists presented their
Manifiesto para la Insurreción Femenina, stating the limitations of feminism in the following
terms:
Hacemos un llamamiento a la insurrección transfeminista: Venimos del
feminismo radical, somos las bolleras, las putas, lxs trans, las inmigrantes, las
negras, las heterodisidentes. Somos la rabia de la revolución feminista, y
queremos enseñar los dientes; salir de los despachos del género y de las políticas
correctas, y que nuestro deseo nos guíe siendo políticamente incorrectas,
molestando, repensando y re significando nuestras mutaciones. Ya no nos vale

4

This transatlantic jump is relevant because much of transfeminist theory that is read and published in Mexico
comes from Spain. As an example, the whole work of Diana Torres has been published in Mexico. Torres even lives
part-time in Mexico City, where she is an active member of the LGTTTI community.
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con ser solo mujeres. El sujeto político del feminismo “mujeres” se nos ha
quedado pequeño, es excluyente por sí mismo. . . . (Torres 177)
As the excerpt shows, this manifesto is written in a language similar to conceptualizations of
queerness/cuiridad. However, they choose to maintain the word feminism as a rejection of
mainstream theoretical currents such as queer/cuir studies. More importantly for these activists,
queerness/cuiridad implies that “seguir hablando de ‘la mujer’ es irrelevante” (Torres 180). At
least on an academic level, the reality is that the discourses of queerness/cuiridad inside and
outside the US have been appropriated by male subjects. On the other hand, in Latin America
transfeminismo is still a distant word, viewed cautiously by radical feminists like Julieta Paredes.
For example, Paredes criticizes “trans’’ as an addition to both feminism and theoretical
discourse, as
a fashion imported from the outside that tries to confuse the historically
constituted identities in Bolivia from the perspective of autonomous feminism and
communitarian feminism that has a basis in the bodies of women. They don't take
into account our critiques and our struggles against the prisons of gender… Those
who identify as trans do not have a politics, it is not an identity, it is mere makeup. (234)
Clearly Paredes’ discourse is transphobic, but it also relates to the Spanish transfeminist group in
the sense that both illustrate why the political moment at which we can easily discard talking
about women has not yet come.

8

The work of Sayak Valencia is an example of transfeminist theory. In Capitalismo Gore,
Valencia defines transfeminismo as
una articulación tanto del pensamiento como de resistencia social que es capaz de
conservar como necesarios ciertos supuestos de la lucha feminista para la
obtención de derechos en ciertos espacios geopolíticamente diversos, que al
mismo tiempo integran los elementos de la movilidad entre géneros,
corporalidades y sexualidades para la creación de estrategias que sean aplicables
in situ y se identifiquen con la idea deleuziana de minorías, multiplicidades y
singularidades. (Valencia 192)
However, Valencia does not rule out queer/cuir as a useful theoretical approach for Latin
America, where a “devenir cuir” is another way of “darle una vuelta de tuerca más a lo torcido”
(“Del Queer al cuir” 32). For Valencia, this twisting is conceived as geopolitical and epistemic,
and reveals a project that is not only aesthetic and prosthetic but also containing an ethics that
has the potential to re-configure “una filosofía política del activismo” (“Del Queer al cuir” 35)
through an alliance with transfeminismo and other marginalities. What I want to point out is that,
for Valencia, transfeminismo is situated in activism, and her understanding of queerness/cuiridad
is rooted in notions of agency. In other words, Valencia is interested in what queer/cuir can do in
relation to the politics of activism that are at the core of transfeminismo.
What Valencia’s work shows us further is that queerness/cuiridad are still categories that
need to be analyzed carefully in relation to Mexico. One of the few books that explores the
theoretical use of cuir was recently published in 2015 and includes Valencia’s article on cuir.
Titled, Queer & Cuir. Políticas de lo irreal, ithis book includes the works of several scholars
9

who explore the possibilities of the cuirización of queer—meaning “the Mexicanization of a
proposal born in another time-space, to ask ourselves why it could be valid in our current
context” (Ortiz Aguirre 39). Since this is the first scholarly attempt to make sense of this process,
little has been covered. In a broad sense, cuir is discussed as a political stance rooted both in
theory and practice. However, there is neither rigorous dialogue nor a clear affiliation with queer
theory or queer methodologies. The possibilities of the cuirización of queer are yet to be
determined.
Perhaps the best study of the politics of cuir is the edited volume Queering Paradigms V:
Queering Narratives of Modernity (2016) in which scholars such as Diego Facolní Trávez,
Lawrence La Fountain-Stokes, and María Amelia Viteri, among many others, analyze how the
term queer can be decolonized and map the implications of this decolonial effort in relation to
discourses of modernity. In this volume, the word cuir appears as malleable and mutable: Cuir is
an invitation to queer “nuestro habitus académico…to make a rupture with English as the lingua
franca of academia…to validate ‘non-scientific’ forms of knowing…the creation of new circuits”
(Lavinas Picq and Viteri 4). Furthermore, cuir appears as a form of translanguage due to the fact
that queer is not easily translatable: “queer is hard to read in Spanish unless we go cuir as in
trastocar, letting the words act as territories and become sites for theory” (4). Unlike in Queer &
Cuir. Políticas de lo irreal, this volume takes cuir as both a destabilizing act—a way to
dismantle heteronormative practices—and a theoretical and methodological framework.
Throughout Feeling Women’s Cuir Cultural Production, cuir emerges as a strategy of
survival and resignification that seeks to trastocar queer studies. Mexico’s geographical
proximity to the United States and my own positionality inside the US academy forces me to
10

engage in dialogue with queer studies. Thus, I choose the word cuir to visually point to this
dialogue, which takes place at a theoretical level. I engage with queer theory produced in English
and mostly within the US academy or in other hegemonic spaces of production to see what this
knowledge production can do for Mexican cultural studies. And also to highlight what it fails to
do. I do not privilege the US as a site of theoretical production while viewing Mexico only or
primarily as a producer of cultural objects. Instead, my corpus builds concepts and concepts
build my corpus. An affiliation to queer studies is more natural than affiliating with
transfeminismo, taking into account my purpose of studying cultural objects throughout this
project that are not materially linked to activism. One of the critiques of the transfeminist
movement of queer/cuir studies is that, as a discipline, queer/cuir studies was born from the
lettered-city and are only useful inside the intellectual sphere. Queer/cuir studies are viewed as a
privileged space of knowledge production that exists far from the activist ethics of
transfeminismo. My affiliation with cuir underlines these epistemological privileges. I
acknowledge that the study of cuir culture is not only a privilege but also a dubious space of
political activism, which I question in the last chapter and at the conclusions of this project.
My definition of cuiridad does not seek to offer a simply pluralistic understanding of
sexual practices, nor does it only imply LGBTTTI5 identities and politics. Rather than
delineating erotic tendencies, a critical cuir theory outlines a politics of decolonization, one that

5

In Spanish, the acronym LGBTQ* changes to LGBTTTI: Lesbian, Gay, Bisexual, Transexual, Transgender,
Transvestite, and Intersexual. The main difference is that in Latin America there are different concepts and feelings
about trans identities. Generally, transsexual refers to a person whose biological sex does not correspond to the
gender with which they identified and chooses to modify their body with surgical procedures or hormone therapy.
Transgender refers to a person whose biological sex does not correspond to the gender with which they identified
but does not modify their body. Transvestite is a public or private expression of gender, manifested by the use of
clothing, language, and attitude. Inside the LGBTTTI community, none of these terms is considered inherently
derogatory. The absence of queer as a political affiliation and identity is changing little by little. But cuiridad is
associated more with intellectual spaces and philosophical discourses.
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seeks to question domains of power, distinctions, and privileges in relation to categories of
oppression (sexuality, gender, class, race, and able-bodiedness) from unconventional
assemblages.6 Cuiridad marks relations between economically and politically marginalized
subjects that challenge heteropatriarchal notions of sexual behavior, processes of racialization,
and coloniality, always from g-local spaces7 of solidarity. In Feeling Women’s Cuir Cultural
Production, I am interested in the relation between cuir and gender in spaces marked by the
imprint of coloniality.
I conceptualize cuiridad as a reassessment of knowledge—that is, as theories and
practices that propose battles we have already lost or critical tasks that do not seek to resolve
contradictions (Sara Ahmed). I define cuiridad as a site of collective contestations (Judith
Butler), as a resistance to regimes of the normal (Michael Warner), and as a way to theorize
relationality unconventionally. One possibility is explored in depth throughout my dissertation—
that is, cuiridad as a temporal arrangement orientated in space that demands a process of constant
translation and re-signification. Put simply, I explore cuiridad as a trop of mobility. In summary,
to quote José Esteban Muñoz, queerness with a q “is that thing that lets us feel that this world is
not enough” (Cruising Utopia 9) and cuiridad with a c is that thing that lets us feel that Muñoz’s
world perhaps will never be and that is okay.
6

In “Theoretical Coalitions and Multi-Issue Activism: ‘Our Struggles Will Be Intersectional or They Will Be
Bullshit!,’” Sirma Bilge revisits the concept of intersectionality through an idea of radical relationality, which means
that an intersectional analysis of power not only looks into what she calls the categories-of-power analysis but
simultaneously to domains-of-power analysis. For Bilge, categories of power refers to “the operators of power that
are salient in a given society” like race, gender, sexuality, age, to name a few (112). On the other hand, domains of
power is a framework that helps examine the organization of power relations—that is, how power relations are
organized, legitimized, and reactivated through the structural, disciplinary, representational, interpersonal, and
psychic/embodied (112-13).
7
G-local or translocalities are defined by a hemispheric politics based on feminist knowledge production that
emerges in spaces of anti-colonial and anti-imperial movements and “in the transits of the South, North, and
Caribbean middle spaces of the Américas, or the cross-current flows of political activity. The concept of
translocalities comes directly from dissident spaces of solidarity” (Gómez Barris xiii).
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The Binary Fetish: Canon Formation of Twentieth Century Mexican Literature
If we pay attention to the literary history of the twentieth century in Mexico—the time of
institutionalized revolution and the beginnings of Mexican literary modernity—canon formation
is cast according to a system of binaries. In order to preserve a position of cultural centrality and
privilege, masculinity is associated with power while femininity is fetishized. One only needs to
look at the way literature was being framed in the 1920s and 1930s, in terms of the virile versus
the effeminate, to realize how gendered the processes of building the Mexican canon are.8 Emily
Hind’s book Dude Lit proves my point here: canon and the intellectual sphere treats writers,
literary critics, and scholars in strictly binary terms—as either men or women. Even worse, when
we treat writers as women, there are always gendered implications, while treating writers as men
is usually seen as genderless, as the norm. I observe this compulsory binarism, for example, in
the disgust that the “Anales”—a group of gay writers who in the first half of the twentieth
century operated as the gatekeepers of Mexican literature—provoked in some members of the
intellectual sphere. For a handful of intellectuals, public officials, and writers such as Manuel
Maples Arce, “los Anales” ruined national literature not necessarily because they liked to have
sex with men and write about this desire. But because they were willing to stoop to the role of
women, either sexually, in their writing, or performatively, destroying virility as the national way
of writing literature. Of course, the binary approach is not only outdated, but, in the case of
studying cuiridad, it can be viewed as a theoretical malfunction because cuiridad presumes

8

Robert McKee Irwin has brilliantly reflected on the virility debates in his book Mexican Masculinities. In the
chapter dedicated to this debate, Irwin argues that it is in the topic of national literature where we can see more
clearly the virulent aspects of gender discourses in the post-revolutionary period. Later he explains that it is in this
moment when “[i]ts [cultural] protagonists now acknowledged an essential ideological link between constructions of
masculinity and male sexuality and of Mexicanness in their debates over national literature and national identity”
(117). See more in “Virile Literature and Effeminate Literature. The 1920s and 1930s.”
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gender as fluid. But this malfunction is born from the blandness of sexist practices and the lack
of creativity at the moment of building the canon that continues to permeate the Mexican
intellectual sphere.
Examining one of the most celebrated books about canonicity in Mexico, Naciones
intelectuales. Las fundaciones de la modernidad literaria mexicana (1917-1959) by Ignacio M.
Sánchez Prado, we learn why it is that men have been positioned as responsible for imagining
intellectual nations, founding the literary field, and its cultural institutions.9 Literary criticism
departs from the traditional idea that there is an ideological and intellectual praxis that seeks to
homogenize literature in order to legitimize or create a political power (Sánchez Prado, Naciones
Intelectuales… 3). In the case of Mexico and as Sánchez-Prado explains, historically literary
criticism has been intimately linked to “lo mexicano”—and then, to the limits of identitarian
discourses (Roger Bartra, Carlos Monsiváis)—and finally to the problem of national modernity
(Claudio Lomnitz) (2). Literary criticism has been discussed in terms of the nation, and the
literary construction of the nation has been built by canonized men writers (Mariano Azuela,
Martín Luis Guzmán, Ramón López Velarde, Alfonso Reyes, Octavio Paz). The problem with
Sánchez Prado’s approach is that it fails to recognize that literary critics, by choosing “approved”
theoretical lenses, such as modernity or the figure of the intellectual, tend to favor masculinist

9

Of course, there have been moments of resistance to this masculinist approach. As a case in point, El libro vacio
(1958) by Josefina Vicens has been identified by several scholars as a work that exemplifies a transitional period
where an intervention of feminine writing is articulated in the masculine space of literature (Sánchez Prado, "La
destrucción de la literatura viril…" 152). In the nineties, the emergence of gender studies—both in the US and
Mexico—allowed a new wave of interruptions with books such as Plotting Women (1989) by Jean Franco. Franco's
pioneering work adds to the work of Debra Castillo, Fabienne Bradu and to Diana Moran’s group, to the increasing
studies on the work of Rosario Castellanos and Elena Garro, and to the colossal efforts—that remain very much
alive—of uncovering women's writings. Besides, women writers have successfully resisted the patriarchal strategies
of canon formation with their critical and commercial success like Cristina Rivera Garza, Carmen Boullosa and,
more recently, Fernanda Melchor with Temporada de huracanes (2017).
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styles. The question, then, is what happens when we break with this genealogy of literary
10

criticism and stop reinforcing hegemonic masculinity.

In Gender, Nation and the Formation of the Twentieth-Century Mexican Literary Canon,
Sarah E.L. Bowskill explores these masculinist styles by looking into how canonical and noncanonical novels were reviewed, suggesting that a reviewer’s choice of interpretative strategy is
significantly influenced by the author’s gender and the novel’s perceived genre (15). Bowskill’s
ethnography of readings shows the homogenizing trends that privileged reviewers—those that
have the (male) authority to consecrate a text, the custodians of literary capital—use to interpret
a novel.11 Again, these reading strategies are similar to the ones identified by Sánchez Prado: a
novel becomes canonical if it illustrates the development of a national conscience, fits into an
historical period,12 is interpreted as addressing issues of national concern, and furthers the goal of
nation-building and by extension State-building to advance the political aims of the regime in
power (Bowskill 9). What Bowskill ultimately proposes is a call to analyze woman-authored
novels according to the same criteria as those applied to male-authored texts, using ungendered
(free from bias as much as possible) interpretative strategies that could ultimately lead to new
readings and the creation of a new national canon.

10

Coined by R.W. Connell, hegemonic masculinities refers to a type of gender practice, inscribed in space and time,
that supports gender inequality and its at the top of the social hierarchy (xviii).
11
Bowskill borrows the term ‘ethnography of reading’ from Janice Radway, which shows how communities
actually read particular texts (15). To give an example of this practice, Bowskill’s re-reading of Arráncame la vida
by Angeles Mastretta shows how if we suspend gendered bias, instead of reading this ‘popular fiction’ as a love
story—the mainstream interpretation—Mastretta’s text is read as a female adultery. By categorizing this novel in
this way, Bowskill alters the existing understandings of the text and challenges its exclusion from the canon (88).
12
As Beatriz González-Stephan notes, Latin American literary histories illustrate the development of a national
conscience (127). Therefore, it makes sense that the history of literature, instead of being organized by literary
movements, is presented in terms of historical periods: colonial literature, nineteenth century, twentieth century, etc.
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If the reader of Naciones intelectuales and Gender, Nation and the Formation… can infer
that men have been the gatekeepers of Mexican literature due to homogenizing practices that
reduced literary criticism into simple national discourses, Hind’s Dude Lit completes the
panorama by arguing that it is time to rethink the label of “male genius.” Building a literary
reputation depends as much on the quality of the published work—how much it fits within
national narratives—as on a given writer’s biography: their friendships, professional
opportunities, how they perform roles as the bárbaro and civilizado dichotomy, and even silly
details like whether or not they wear a tie. What creates “great” literature is a network of
complicit peers as much as a performance of power:
it proves helpful to think of the “best” or canonical texts, not as reminding at the
top of the pyramid of aesthetic quality, but as the most connected nodes in a
network in which all works exist on an horizontal plane. The lack of vertical
orientation in this model means to show that the most interconnected texts do not
just happen to be written by men. They reflect friendships among potential equals
built on shared assumptions and prejudices, and these commonly held beliefs
come to stand for “quality” among the members of the mutual admiration society.
(Hind 39)
What I understand from these different approaches is that canon formation is connected to the
compulsive practice of reducing everything to a simple gendered position that claims to be
neutral instead of recognizing a well-connected man, obsessed with performing power to
amalgamate a modern nation. If Bowskill resists placing women authors in a separate canon and
instead proposes and tests “a new approach which judges male-and female-authored novels
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against the same criteria” (4), I, in turn, resist the idea of using the same criteria because it was
designed by (white) men, and still depends both on the nation and on what Hind calls the
masculine competence performance.
As we know, this male literary genealogy and its attendant strategies have not yet been
overthrown. Feminist, gender, and sexuality approaches have been “stuck” with the same
strategies using different names. I do not mean this as a negative critique of the colossal work
carried out by scholars who try and resist oppressive literary systems. I consider myself a
member of this group of scholars, too. But I believe we have already lost the battle against
heteropatriarchal literature formations and it is necessary to venture into more disruptive
practices. One of the common strategies used by gender scholars is the visibilization of women’s
voices, an intellectual pursuit that tends to be linked uncritically to identity politics.
I understand identity politics as a theoretical base from which to build a cohesive political
community that uses personal identity as a common denominator (Diana Fuss). The use of a
personal identity resembles the traditional line of “lo mexicano” (for example, Octavio Paz’s
writing about the identity politics of being Mexican). However, if “lo mexicano” has been
extensively discussed both in terms of its limitations and possibilities, identity politics is
perceived as an essentializing joke when it comes to gender as a category of analysis. For
example, women Mexican writers such as Carmen Boullosa, Ana Clavel, and María Luisa Puga
have complained about using “woman” as a category of literary analysis to the point of declaring
that courses on feminine literature are simply alarming because they do nothing more than
essentialize their literary work (Finnegan 249). This animosity, as Nuala Finnegan explains,
suggests that it is premature to divorce gender and identity politics from the discussion of literary
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criticism (“Women Writers in the Land of “Virile” Literature” 339). As a matter of fact, if the
work of men writers and literary critics of “lo mexicano” has shown us anything, it is precisely
the role essentialism has played in keeping these canonical writers in circulation. Useful here is
the example of “studying women writers just as women writers” because it is self-explanatory.
On the one hand, while studying women writers just as women writers is an essentializing
practice, it is one that allows women writers to circulate and enter the literary sphere. On the
other hand, this example allows me to dismantle the condescending masculine practice of
criticizing gendered approaches because these approaches are “stuck” on identity politics—that
is, in using “woman” as a common denominator to build a literary community—by tracing the
practice of using identity to build a literary tradition in the genealogy of literary criticism that is
at the core of the Mexican intellectual nation.
In her book Femmenism and the Mexican Woman Intellectual from Sor Juana to
Poniatowska, Hind explores ‘busted criticism’ as a way of recognizing that as a feminist critic it
does not make sense to compete and it is better to embrace gender as an “analytic malfunction”
(2). Thus, Hind proposes “Boob lit” as “a label that pokes fun at itself, celebrates women and
their achievements, and at the same time recognizes the problem of being stuck with the difficult
role of playing woman intellectual” (7). Through humor, “Boob lit” admits topics and techniques
that are normally considered unintellectual (10). Indebted to Hind’s work, my own research
explores another kind of “busted criticism.” Taking into account the analytic malfunction of
gender in relation to cuir studies as a subjectless theory, I explore how women’s cuir culture
opens up other paths to enter the literary sphere by modes of critique that go beyond the nation or
the figure of the intellectual, since, from a cuir perspective, these approaches are always already
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a lost battle. Ultimately, I propose a different way of theorizing the canon that, more than
expressing a radical way of thinking, admits unconventional forms of relationality and canon
formation.
Unfortunately, this male literary genealogy continues in force and manifest itself through
the compulsory binarism that has been systematically repeated over time until the present day.
As a case in point, if we look at the table of contents of the most successful anthologies of
Mexican literature, including Antología de la narrativa mexicana del siglo XX (1989) and
Diccionario crítico de la literatura mexicana by Christopher Domínguez Michael, Poesía en
movimiento. México 1915-1966 (1966) by Octavio Paz, Alí Chumacero, José Emilio Pacheco
and Homero Aridjis and one of the latest poetry anthologies, we find the following:

Table 1.1: Anthologies of Mexican literature in numbers
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Before I continue, I need to state the obvious: as a deep believer of Judith Butler’s ideas
of gender fluidity and as a cuir scholar myself, claiming that the Mexican literary canon has been
built by sustaining gender binaries that I temporarily reproduce here gives me a bodily reaction
that is quite similar to feeling nauseous. Hopefully, by doing a synthesis of a masculine century,
it will become evident that it is necessary—as a form of cultural politics and a methodology of
cuir literary critique—to unthink the canon and make a mess. The affective turn that I propose
here is a response to the temporal impasse of gender studies in Mexican literary criticism that
also reveals the masculine limitations with which the canon has been formed. As I pointed out
before, I am indebted to Sara Ahmed’s theorization on objects of feelings—that is, on how
feelings as cultural and social practices shape bodies into objects impressed with affect that then
circulate and generate emotional effects and actions. I am interested in perceiving the canon
affectively for two reasons. First, since affect is a methodological and conceptual free fall—an
in-between-ness—it allows me to build a cuir canon without imprisoning it in the horrors of
normativity. Isn’t it time for canon—with or without the capital C—to work this way? Echoing
Gregory J. Seigworth and Melissa Gregg’s words in “An Inventory of Shimmers,” isn’t it time
for a master set of literary works to operate with a certain modest vitality rather than impressing
itself into a rapidly changing world like a “snap-on grid of shape-setting interpretability” (4).
Secondly, it allows me to “castrate” the male canon: I propose to undo the fetishism of
masculinity as a literary form of cuir critique.
In summary, Sánchez-Prado’s Naciones intelectuales, the work of Emily Hind and Sarah
E.L. Bowskill, the numbers that show the continued erasure of women’s writing, plus the
insistence on representational practices from a gender studies perspective summarizes the state of
20

literary criticism in relation to gendered canon constructions in Mexico. Thus, a synthesis of
canon formation looks like this: 1) There is a continued belief in the inferiority of literature
written by women and, by extension, a belief that gender studies constitutes a discipline stuck in
grievance; 2) Identitarian discourses—disguised or not as identity politics—have been a central
form of hegemonic literary criticism since the male debates of “lo mexicano” and the nation; 3)
Canon formation is gendered and Mexican men perform competence in ways that women cannot
(or will not) sustain; and finally, 4) literary criticism has been obsessed with notions of progress
and modernity, and therefore has always been written by collective groups (or homogenous male
geniuses), as Sánchez Prado brilliantly shows, that describe a distinguishable series of changes
(that only affect the same group of homogenous male geniuses). However, and as Hind explains,
throughout the twentieth century, women tended to write in isolation, not adhering to particular
aesthetics or movements; therefore, it is hard to use their writing to show narratives of progress
(Femmenisms and the Mexican Woman 10). Simply put, women writers are too heterogeneous to
be considered seriously as a group (again, a dangerous binarism that could be interpreted as
women are too difficult, and it is not worth trying to understand them). Therefore, it is important
to consider a non-linear form of canon building. As I will suggest, canon as an affective temporal
arrangement needs to be divorced from linear notions of time and re-orient us to non-metric
time—pace, duration, frequency, rhythms—and to another kind of intimacy that is not sustained
by a masculine performance of competency.
Undoing the Canon: Reparative Criticisms, Temporal Displacements
In Feeling Women’s Cuir Culture: Reparative criticisms, Temporal Displacements I
identify cuir moments, instances scattered through time when heteropatriarchal structures are
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troubled, to later use that troubling either as a political force or an epistemological moment. I
argue that women’s cuir cultural production uses negative feelings to unmake normative
structures; therefore, keywords in this production are able to reorient us to empathetic practices
of cultural criticism. Of course, failure and negative feelings as queer/cuir possibilities are not
new discussions. Since the mid-2000s, scholars like Jack Halberstam, Lauren Berlant, Sianne
Ngai, Sara Ahmed, and Lee Edelman have argued the theoretical and ethical implications of
looking into negativity as a feminist/queer/cuir way of life. For example, Halberstam has actively
participated in discussions around the antisocial turn of queer theory, arguing about the
possibilities of a form of politics and aesthetics that embraces negativity as a way to counteract
projects of redemption, reconstruction, and the United States imperialist project of hope
(Halberstam in Caserio 823). Halberstam has also insisted that the issue with the antisocial turn
in queer theory “has less to do with the meaning of negativity . . . And more to do with the
excessively small archive that represents queer negativity” (Halberstam in Caserio 824)—that is,
a gay male archive.
On the other hand, the discussion has been framed in binary terms: negativity and the
present as the path for queerness versus embracing hope and futurity as a queer life. It is
important to clarify that this division has been racialized because, as Muñoz’s explains in
Cruising Utopia, shutting down utopia is an easy move for those who are in a privileged
position, and so is abandoning the possibility to understand queerness as collectivity and as
something that needs to be relational. As my archive suggests, the bigger problem is that both the
antisocial turn of queer theory as well as the scholars who are thinking beyond negativity occupy
a privileged epistemological position—that of the US and/or other hegemonic spaces. What I
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want to bring into the discussion is what happens when we see these ideas not only as gendered
and racialized but also coming from domains of power that are performed through g-local spaces
of solidarity.
Throughout a diverse corpus that ranges from the analysis of canonical literary figures
such as Inés Arredondo to visual culture and fashion and from a Brazilian graphic novel to drag
performances in the thirties, I aim to dismantle and recreate an affective cuir gendered canon that
exceeds narratives of the nation, modernity, and the lettered city. Feeling Women’s Cuir Cultural
Production: Reparative Criticisms and Temporal Displacements is divided into two sections, and
each section includes two chapters. The first section looks into cuir moments from inside the
lettered city to trace the problematic history between cuir women and the intellectual sphere. By
tracing this history, I show the material and emotional damage done in the name of the nation,
modernity, and aesthetics to women’s cuir cultural production in the hope of creating a counterhistory of cuir literary relations and better ways of doing cultural criticism.
In my first chapter called, “Fucking with Death and [Not] Yet Cuir: Choking Eroticism
through the Work of Inés Arredondo, Kati Horna and Leonora Carrington,” I explore what it
feels like to exist in a temporal-space between agency and subjectlessness while longing for a
sexual perverted life. By analyzing the short stories of Inés Arredondo and “Fetiches,” a
collaborative project by Horna and Carrington, I pay attention to how women writers and artists
negotiated their space in the sixties and seventies, when a reorganization of gender and sexuality
in Mexican national literature was taking place. Overall, I argue that these women flirted with
the idea of danger, momentarily leaving their relatively protected positions of normalcy as
women practicing within society’s scope of a “safe” sex in order to defy sex—as a practice but
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also in terms of aesthetics and politics—as a masculine domain. I propose that their work is one
of the first cultural representations of BDSM practices and illuminates a cultural history of
sadomasochism as a reparative criticism. Their work shows how these women “choked” the
mainstream discourses of eroticism—that is, restrained eroticism’s vitality—represented by the
Bataille literary turn in order to show its limits and did so to the point of revealing the dangers of
what appeared to be a modern and creative sexual discourse free from moralism.
My second chapter deals with the so-called lesbian literature and canon formation.
Specifically, in “Snap, Snap, Snap! The Unthinkable Lesbian Method of Cuir Literary critique,”
I propose a method of literary critique that points towards new ways of canon building that do
not reproduce gendered and normative structures. I examine the rise of gay literature in relation
to the parameters used by literary critics to canonize certain works to show that the systematic
erasure of lesbian literature has less to do with the quality of the texts itself and more to do with a
fix set of heteropatriarchal tools used by the intellectual sphere to measure literary value. In this
chapter, I use the work of Mexican writers Rosa María Roffiel and Criseida Santos Guevara—
writers of the first lesbian novel published in Mexico as well as one of the last ones—to show
how to build a cuir canon, one that ultimately has the potential to reorient us to empathetic
practices of cultural criticism. My lesbian method of cuir literary critique suggests an affective
and temporal canon that is destroyed as soon as it is built: an unthinkable cuir canon.
After performing a reparative criticism from inside the so-called lettered city and the
intellectual sphere, I move on to the study of cuir popular culture. In Latin America, “lo popular”
and “lo cuir” are constantly re-constructed categories that depend on a given historical time and
geographical location. Both are concerned with complex networks that mediate between “actors”
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or “bodies,” structures of power, and the spaces that exceed those hegemonic structures. Taking
this into account and after the panorama painted in the preceding chapters, it is not surprising
that in Mexico cuiridad is emerging outside the realms of the intellectual sphere. Chapter three
and four explore different popular genres such as films, graphic novels, pranks, and fashion
design in relation to trans imaginaries. I situate cuiridad as a discourse that troubles gender and
sexual normativities, taking into account the material conditions of bodies living inside colonial
spaces, where the socio-economic conditions of this state of coloniality reveal the most violent
face of patriarchy and heteronormativity.
In Chapter three, “Strategically Drag: (Re)Discovering Gender Fluidity and Gender
Nonconformity in Mexico,” I address the cultural and political implications of drag and gender
bender practices in Mexico to explore how gender fluidity operates in women’s cuir culture.
Finally, in my last chapter titled, “Magic Mushrooms with Muxe Maravilha: Cuir Futures,
Decolonial Solidarities,” I suggest that more than addressing and validating forms of gender and
sexual subjectivity that could be categorized as cuir, popular cuir cultural objects offer an
opportunity to understand cuir as a decolonial project seeking to create new ways of solidarity
and alliances against new global economies. Together these chapters explore the discursive and
material relation between feminism and cuiridad in Mexico, reclaiming “women” as the political
subject of cuiridad always already in drag. That is, “women” is used in such a way that
highlights this gender as an imitation of a spectrum of an idealized heterosexuality established by
other structures such as colonialism and later sustained by coloniality. Ultimately, I sketch cuir
futurity as decolonial solidarities inscribed in a non-linear temporality.
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Feeling Women’s Cuir Cultural Production: Reparative Criticisms, Temporal
Displacements concludes with a final temporal displacement. Given today’s politics of
disappointment with “progressive” movements and the conservative backlash that pervade the
political environment in Latin America—one that goes from the so-called pink tide or the return
of the left to its polar opposite, exemplified by the rise of far right governments such as Jair
Bolsonaro’s in Brazil along with continued and daily gender violence and homophobia—the
future of cuir subjectivities and positionalities might not be inside cuiridad but in the activist
ethics of transfeminismo. Following my own unthinkable methodology of canon formation, if
throughout these pages I defend the political and theoretical possibilities of cuiridad, at the end I
dismantle their possibilities: cuiridad becomes a temporal displacement. In this rearrangement of
knowledge lies the radical futurity of cuir decolonial practices.
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Chapter One
Fucking with Death and [Not] Yet Cuir: Choking Eroticism through the Work of Inés
Arredondo, Kati Horna and Leonora Carrington

“Sexuality is something that we ourselves create—it is our own creation.
We have to understand that with our desires, through our desires,
go new forms of relationships, new forms of love, new forms of creation.
Sex is not a fatality: it’s a possibility for creative life.”
Michel Foucault
Historizing cuir culture in Mexico is not a simple task. Since non-normative sexualities
and genders have been present since the pre-Hispanic period and since cuiridad is a category
attached to specific moments in time, any attempt to pinpoint the beginning of cuir history is an
unfruitful project. While I have chosen the 1960s as the starting point of my analysis of cuir
culture, I recognize it is a fake start. During this time, Mexico underwent a strong cultural
transformation that prompted changes in relation to gender and sexuality. Women writers and
artists had been systematically excluded from national culture well up until the fifties and sexual
moralism pervaded Mexican literature until a group of writers decided to “break” with sexual
taboos, shortly before the sexual liberation movement began in the seventies. Thus, it is the first
time that there is a simultaneous reorganization of gender and sexuality in national literature and
the intellectual sphere, enabling cuir attitudes as a way of doing politics and thinking aesthetics.
While it is true that during this period cuir was yet to be used as an umbrella term for sexual and
gender minorities or as a word that describes non-normative practices and politics, in this chapter
I trace instances that shake up heteropatriarchal assumptions of gender and sexuality that I read
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as cuir glimpses that, even though they precede the rise of LGBTTTI culture, are key for a
broader understanding of women’s cuir culture in Mexico.
Throughout this chapter, I use cuiridad as a category of analysis with caution. Here
cuiridad appears as a process of negotiating the limits and creative possibilities of sex and
eroticism in different types of dominant/submissive relations (D/s). Because it is an ongoing
process of negotiation where the goal is not the end result, but the exploration of the process
itself, cuiridad is elusive. This process of negotiation is a common practice in BDSM relations,
an acronym that stands for Bondage/Discipline, Dominance/Submission and
Sadism/Masochism.1 It is the moment when the Top/Bottom or the Dominant/submissive—terms
used to describe roles for the duration of a play—establish their limits, safe words, and cravings,
and plan the scenes that will take place at an agreed-upon time and location.2 During this initial
process, the participants suspend the desire to play—they are out of character—first to establish
safely and with critical consent3 the conditions of the play. This negotiation process is especially
important if it is a new relationship in which trust is yet to be established, but also when there are
obvious hierarchical issues between the players, when they are engaging in any type of edgeplay4

1

BDSM has replaced the formerly common SM, S/M or S&M acronyms that stand for Sadomasochism within the
community because BDSM does not have pathological associations and its stands for a broader range of practices.
2
In BDSM communities, “play” is a term that describes the activities that take place within a scene. A “scene” is a
pre-planned space and time where BDSM activities take place after the process of negotiation.
3
Consent is a core concept for BDSM practitioners but it is also a deeply problematic concept. A liberal approach to
consent assumes “that it is an easily agreed-upon contact entered into by autonomous subjects with free will… the
individual is the one who knows best what is good for her/him” (78). In BDSM, critical consent is viewed as a
mutually beneficial agreement that does not feed the illusion of freedom and does not privilege rational processes of
individual choice. Instead, consent is viewed as an affective making-process and “includes a degree of equality that
ensures that each partner has the power to decide to engage in sex without fear of consequences…a position of
empowerment that enables one to deal with the material, social and emotional consequences of saying no to sex”
(80). See more about consent in BDSM relations in “Negotiating critical consent” by Robin Bauer.
4
In BDSM, edgeplay is a subjective term for any sexual or mental activity that challenges safe, sane and consensual
schemas. If the people involved are aware of the risks and consequences of this type of play—which might include
death or long-term harm—and is willing to accept them, the activity is considered Risk-Aware Consensual Kink.
Types of edgeplay include but are not limit to breath play, consensual non-consent, or blood play.
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or experimenting with new practices. Talking about BDSM negotiation is not without purpose:
writers and artists during these decades established and negotiated a new relationship with
eroticism and sexuality, which in turn was structured by heteropatriarchal ideas, and in addition,
challenged safe, sane, and consensual notions of sexuality. In this chapter, I analyze how women
writers and artists negotiated their fascination with this new trend of “perverse” sex inside the
constraints of a heteropatriarchal society and a male-dominated intellectual sphere. Echoing
Gayle Rubin’s ideas, I define “perverse” sex as any type of sexual practice that deviates from
what is considered “good,” “normal,” and “natural.” Perverse sex can be non-heterosexual,
outside traditional relations, non-monogamous, non-reproductive, and commercial. It involves
pornography, fetish objects, sex toys, and roles beyond male and female (Rubin 530). In the case
of Inés Arredondo, Kati Horna and Leonora Carrington, this “perverse” sexuality often manifests
itself through practices that today we could identify with BDSM communities, such as choking,
necrophilia, S/M dynamics, consensual non-consent fantasies, and fetishism.
What can we learn from S/M relations? What can choking tell us about the history of
cuiridad and feminism in Mexico? What are the aesthetic possibilities of “fucking with death”?
What type of alternative intimacies can be cultivated in heteropatriarchal times? By alternative
intimacies I refer to intimacies that reject reason, safety, equality, reproductivity, usefulness and
instead celebrate risk, excess, perversity, danger, insanity, torture, the pleasures of pain and
power. As Michel Foucault and other scholars have argued, these types of intimacies can
illuminate an alternative sexual ethics. Through the short stories of Inés Arredondo (1928-1989)
and a series of photographs called “Fetiches” taken by Kati Horna (1912-2000) for S.NOB
magazine (1962), this chapter explores what it feels like to exist in a temporal-space between
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agency and subjectlessness while longing for a life full of perversion. These women explored the
tension between craving the erotic possibilities of the taboo while knowing that surrendering to
these cravings could be, in the worst-case scenario, the result of an internalization of patriarchal
notions of pleasure and at best, another form of complicity. The female characters in
Arredondo’s short stories, published between 1965 and 1988, and the women captured by
Horna’s camera during the sixties, force the reader/viewer to acknowledge sex as a cruel
pleasure: for these women, sex is simultaneously a fatality and a possibility for a creative life. As
I will explain throughout this chapter, these women envision an alternative sexual ethics through
this contradiction. Arredondo and Horna’s troubled sexual practices and aesthetics lead the
reader/viewer to a feeling of discomfort, anxiety, and paradoxically happiness. I read these
feelings as a precautionary measure towards the idea of sex as a radical form of politics when it
is divorced from the consequences of patriarchal structures. At the same time, these feelings
point to vulnerability—rather than transgression, as proposed by George Bataille—as the space
to break with meaning and gender roles, glimpsing to a cuir possibility that is yet to come.
Though many women writers and artists were shaking up heteropatriarchal constructions
during previous years and also during the period I am focusing on—Rosario Castellanos,
Josefina Vicens, Amparo Dávila, Julieta Campos, and Remedios Varo are some that come to
mind—I choose to focus my analysis on Inés Arredondo, Kati Horna and Leonora Carrington
because their work brings to the fore a complex link between eroticism as a philosophical
discourse and gender dynamics. Influenced by Bataille and Pierre Klossowski, these women
were interested in eroticism as an aesthetic practice capable of taking the reader/viewer from the
meaning of words to the rupture/rapture of jouissance, a moment of pure pleasure obtained by
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identifying men with the victimizer and women with the victim. While most of Arredondo and
Horna’s work is complicit with this masculine view of eroticism, I suggest that reading it through
the lens of masochism and fetishism allows for theorizing complicity as a response to power and
as a form of agency (Amber Musser). Being intimately involved in heteropatriarchal structures
opens up the possibility of finding failures in the system that the accomplice could then used to
create scape vaults and regain some level of agency. In addition, their work is one of the first
cultural representations of BDSM practices. Horna, Carrington and Arredondo flirt with the idea
of danger, momentarily leaving their relatively protected position of normalcy as women
practicing within society’s scope of a “safe” sex, instead to defy sex—as a practice but also in
terms of aesthetics and politics—as a masculine domain. Finally, I have chosen these women
because of their proximity to and collaboration with other writers who made eroticism a central
part of their aesthetic vision. Inés Arredondo was a member of the so-called “generación de
medio siglo” while Horna and Carrington collaborated with several projects done by some of the
members of this group. Together, their work shows how these women “choked” eroticism—that
is restrained eroticism’s vitality in order to show its limits and did so to the point of revealing the
dangers of what appeared to be a modern and creative sexual discourse free from moralism.
1.1 Perverting the Canon: The 1950s and La Generación de la Insolencia
“Tu actitud, sobre todo tu actitud sexual, adorada mía,
podría y debería ser política.”
Juan García Ponce
Many things happened during the 1950s that contributed to marking this period as a
turning point in Mexican culture. The first is the publication of El laberinto de la soledad (1950)
by Octavio Paz, a book that represents the pinnacle of the discourses around what it means to be
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Mexican, which started with the reflections of Samuel Ramos in the 1930s and the by the Grupo
Hiperión in the 1940s. Secondly, and during the same year of the publication of El laberinto…,
the film Los olvidados by Luis Buñuel is released, breaking the celebration of the nation done by
Mexican Golden Age cinema. In Los olvidados, Buñuel openly critiques the state, a fact that led
Mexican audiences to reject it. However, when the film gained popularity in the global sphere
after winning the Best Director Award at Cannes in 1951, Los olvidados became popular in
Mexico. Third, José Revueltas’ play El cuadrante de la soledad is staged, causing a controversy
among the left for challenging communist ideology. Fourth and distinguished by a concern for
the land, the peasant, and the rural, the narrative of the Mexican revolution began to disappear to
make room for urban, cosmopolitan, and global perspectives. If the work of Juan Rulfo serves as
an example of the first type, in La región más transparente (1958) by Carlos Fuentes, the
collapse of revolutionary discourse as an institution becomes evident and the rural imaginary
fades to privilege the city. Following these examples, we can see the cultural climate of the
fifties was one of disappointment. By then it was clear that the promises of the revolution were
unsuccessful and socialism was not the answer to national politics. However, it was also a period
when a new idea of “lo mexicano” could be possible. By traveling outside the confines of the
nation, the idea of “lo mexicano” would acquire a global character that in turn could bring
modernity to the country. Finally, the fifties was also the time to challenge the figure of the
intellectual as solely masculine. At this moment, women enter the national cultural sphere and
we see the beginning of what we can call Mexican feminist literature. As an example, Rosario
Castellanos published her dissertation Sobre cultura femenina in 1950 and Declaración de fé in
1959, while El libro vacio by Josefina Vicens was published in 1958 exemplifying a transitional
period in which women writers irrupted in the masculine space of national literature (Sánchez
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Prado, “La destrucción…” 152). This was the cultural climate faced by a small group of writers
when they arrived to Mexico City in 1956 to propose a re-conceptualization of literature and a
new way of understanding Mexico and its global relations.
There is no proper way of naming this group of writers and artists, nor is there a tacit
agreement on the members that form the so-called “generación de medio siglo,” “generación de
la Casa del lago,” “de la Revista de literatura mexicana” or “la generación de la insolencia,” as
member Huberto Batis suggested. Besides Batis, Carlos Valdés, Juan Vicente Melo, Sergio Pitol,
Tomás Segovia, Jorge Ibargüengoitia, Juan García Ponce, Salvador Elizondo and Inés Arredondo
are frequently associated with this group. Some of these writers worked side by side at la Casa
del lago or at one of the cultural offices of UNAM. Some collaborated in journals like the
Revista de literatura mexicana or the aforementioned S.NOB magazine. Generally speaking, they
shared a cosmopolitan vision, an avid intellectual and critical awareness, a contrary stance to
nationalist tendencies, and lastly, an interest in the relationship between literature and the terrain
of the sacred, specifically with regard to eroticism and other ritualistic practices, or topics such
as suicide and the afterlife as we can see in Segovia’s work.5 However, what interests me is the
fascination some of these writers and artists—specifically, Huberto Batis, Juan Vicente Melo,
Juan García Ponce, Salvador Elizondo, Inés Arredondo and Kati Horna—held toward George
Bataille’s and Pierre Klossowski’s ideas on eroticism.
Similar to Bataille and Klossowski, who saw in eroticism a counter narrative toward
rational modernity and religious tradition, in Mexico eroticism represented a way of escaping the
5

Scholars like Armando Pereira, Claudia Albarrán, Juan Antonio Rosado, Angélica Tornero, Juan Bruce-Novoa
have identified the commonalities among “la generación de medio siglo.” For a more detailed analysis, see “La
generación del medio siglo: un momento de transición de la cultura mexicana” by Armando Pereira and “La
generación de Inés Arredondo” by Claudia Albarrán.
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constraints of national discourses. Since the beginning of the twentieth century, implicit in the
meaning of the Mexican nation, we can found certain prescriptions about sexuality and gender
(the case of the 41, the debates on virile versus effeminate literature, or Octavio Paz’s ideas on la
chingada, to name a few examples). However, during the sixties and seventies the pleasures of
eroticism served to promote aesthetic practices that disavow any coherent political discourse, and
sex became, as the epigraph from Juan García Ponce shows at the beginning of this section, a
way of doing politics. These writers suggested embracing the present through jouissance as a
breakdown of singular meanings that ultimately involve the negation of any absolutist discourse,
such as the nation. Besides, this negation of absolutist discourses is why eroticism functioned as
a welcome, refreshing way of understanding the world after the disappointment of Marxism and
just when socialist discourses began to decline in the Mexican cultural sphere, as the case of
6

Revueltas shows. Since literature and culture were being reconfigured during this period of
tumultuous political debate, the idea that art should take a political stance prevailed and thus,
eroticism appeared as a possibility to escape the alleged limitations of political compromise.
Ultimately, eroticism for these writers became a transgressive possibility that embodied
neither chaos nor a new order. For Bataille and Klossowski, eroticism is an aesthetic practice
capable of captivating the reader who stops paying attention to the meaning of discourse in order
to embrace the rupture/rapture of jouissance. This jouissance is seen as an instant of pure
pleasure supposedly obtained either by a D/s dynamic or a voyeuristic ritual, where the man is
always identified as the victimizer and the woman as the victim. According to Bataille,
6

To see more about what it meant to intellectuals to define themselves politically through literature at the time of
the ideological collapse of the Mexican left, refer to Una inquietud de amanecer. Literatura y política en México,
1962-1987 by Patricia Cabrera López. The “generación de medio siglo” is outside the scope of Cabrera López’s
research, but her analysis helps contextualize the sudden fascination with eroticism as another response to the
ideological collapse of the left.
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jouissance cannot exist without transgression or prohibition. Since women are inherently lost
subjects, he argues, this lack of subjectivity functions as a marker of difference that then
becomes the site of transgression. In Bataille’s idea of eroticism, women’s capacity to be
privileged objects of desire is a consequence of their lack of subjectivity. He argues that
“[t]heoretically a man may be just as much object of a woman’s desire as a woman is of man’s
desire” but women have a passive attitude and therefore “they put themselves forward as objects
for the aggressive desire of men” (131). He even goes as far as arguing that “not every woman is
a potential prostitute, but prostitution is the logical consequence of the feminine attitude… she
always offers herself as an object” (131). What Klossowski adds to the picture is that the
presumed perverted condition of women cannot be dissociated from the masculine gaze, which
operates as an imaginary frame of women’s own transgression. Examples of this formulation can
be found in Juan García Ponce’s numerous short stories such as “El gato” and novels like La
cabaña (1969) or Inmaculada y los placeres de la inocencia (1989), and it is the theoretical base
for Farabeuf o la crónica de un instante (1965) by Salvador Elizondo. I am simplifying a very
dense philosophical and literary debate in order to privilege another epistemic moment that
comes from Inés Arredondo’s narrative and Kati Horna’s “Fetiches”: what happens when women
engage with this type of eroticism as an aesthetic and political practice?
1.2 Turning to Masochism: Navigating the Complicated Aftermath of Being a Pervert in a
Patriarchal Time
As the only woman writer of the “generación de la insolencia,” and as I mentioned
before, Inés Arredondo’s short stories bring to the fore a complex link between the group’s
aesthetics and gender dynamics. Most of Arredondo’s work is complicit with what I call the
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masculine view of eroticism, exemplified by the fixed, gendered D/s dynamic that reproduces the
victimizer/victim scheme previously explained. Nonetheless it also reveals spaces of agency—
moments when her female characters possess an embodied subjectivity—while simultaneously
proposing a re-articulation of eroticism itself by paying attention to masochism as a vulnerable
practice that allows for the reconfiguration of gender roles. I suggest reading Arredondo’s work
through the lens of masochism to illuminate how a woman negotiated being a “pervert”—in this
case, defined as the desire to cede control in exchange for pleasure or pain, or a combination of
both—in a patriarchal time. The theoretical shift from eroticism to sadomasochism as the
analytic lens for Arredondo’s aesthetics and her creative sexual endeavors, more than a novel
approach, suggests an affective cuir move that is possible because of the relationship between
eroticism and discourse according to Bataille and Klossowski’s own ideas. For these
philosophers, as well as for the “generación de la insolencia,” eroticism as a literary aesthetic
matters because it has the potential to disrupt meaning. Put simply, by arousing the reader—who
stops paying attention to meaning to give into sensations—the writer succeeds in showing that
language is something that “is not but a support for ripping” but instead is something that exists
for the “inscriptions of blanks, for cuts in meaning” (Ubilluz 75). If the literary aesthetics
promoted by the group undo meaning by provoking physical reactions in the reader, and these
reactions depend on eroticism as an embodied, located, and relational practice, it is plausible to
conclude that the reader as much as the writer holds the key to defining what causes erotic
reactions.7

7

This echoes more recent approaches to the practice of reading as affect or, for example, what Musser calls
“empathetic reading,” a mode of reading that emphasizes the connections between writer, reader and
text/object/assemblage through corporeality and flesh (24).
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First, masochism as an analytic lens is attached to my own cuir feelings. I am fascinated
by how an erotic piercing moment can point to different readings that fall outside the scope of
traditional approaches. As a reader, this moment is mine to define, to feel or to decide if I want to
embrace or reject even though it comes from somewhere outside myself. In this case, my erotic
response suggests a deviation from eroticism or voyeurism á la Bataille (or Klossowski or Juan
García Ponce) to embrace masochism as a minor sexual practice that in Inés Arredondo’s short
stories appears to challenge the traditional victimizer/victim schema that is at the core of the
masculine view of eroticism. While it is true that rejecting Bataille and Klossowski as the
primary lenses with which to understand Arredondo’s work is a case of infidelity to the author’s
work itself, disavowing these ideas might be necessary for navigating the complicated aftermath
of being a perverted woman in a patriarchal time. This aftermath unfolds itself into two different
temporal moments. One moment refers to the consequences for Arredondo’s own writing. As I
will show later, if in La señal Arredondo explores her perverse side from an original theoretical
position, in her next books she returns to the masculine idea of eroticism. It is important to
clarify that Arredondo’s intentions were to produce a Bataillean literature. However, I perceived
glimpses of rebellion that I call a masochistic turn. The other moment happens at the time of
doing my reparative criticism of Arredondo’s work. Turning to sadomasochism produces what
Elizabeth Freeman calls reparative criticism, a way of doing counter- or para-historiographies
that honor queer relations that “produce forms of time consciousness—even historical
consciousness—that can intervene into the material damage done in the name of development,
civilization, and so on” (Time Binds 120). Sadomasochism serves as a reparative strategy
because it allows one to read some of Arredondo’s short stories as theoretical interventions that
question transgression, agency, complicity, perversion, gender, and modernity. Ultimately, these
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theoretical interventions defy the mainstream male notion of eroticism and add value to
Arredondo’s work, which is ahead of the mainstream discussions on sadomasochism and
queerness at a global level.8 I argue that recognizing the theoretical implications of Arredondo’s
work opens up a space for a counter-history of cuir relations in Mexico.
Sadomasochism is an extremely marginalized sexual practice that focuses on the
ritualized exchange of power between two or more people. As a sexual practice, it is a type of
role-play or a pre-written scene where the “masochist” is willing to give up control to the
“sadist,” and renounce his, her or their agency with the sole purpose of gaining momentary
pleasure from this loss of power. Since it is a practice in which subjects, reconfigure their own
relationship to pleasure by manipulating bodies and power relations, S/M dynamics can be
liberating. As we know, BDSM operates as a creative enterprise where subjects enact new
possibilities of pleasure, of which people have no idea previously, that are not necessarily
attached to sexuality, gender, or genital practices of pleasure (Foucault 165). At the same time,
masochism implies extreme self-degradation that pushes the subject to embrace a type of radical
vulnerability that ultimately produces a vehicle for empathy and a troubling moment that
presents itself as an ideal space to ask difficult questions about subjectivity, agency, and
complicity. This vulnerability, plus the creativity involved in the role-play or scene, produces a
momentary critical freedom that the subject can use to intervene or redraw traditional power
relations.

8

As an example, Gilles Deleuze’s Masochism: Coldness and Cruelty was published in 1967. In queer theory, the
politics of sadomasochism became a theoretical trend through Foucault in the eighties and then with Leo Bernasi in
the nineties.
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As sexual practices, fantasies and forms of aesthetics, sadomasochism and eroticism—the
latter as conceived by “la generación de la insolencia”—have a messy relation. Both have the
potential to connect power, pleasure, and self-annihilation to disrupt meaning. However, this
disruption is done in different ways. Eroticism is able to act as a “mirror of the world by
reflecting its excesses,” tracing its violence and even gaining a sacred quality to this
phenomenon. The sacred appears when meaning breaks at the “service of the senses” (Deleuze
37). Alternately, the power to disrupt meaning in sadomasochism lies in its performative
characteristics. Instead of functioning as a mirror of the world, sadomasochism plays with the
plasticity of power relations exposing gender roles as performed. By performing submission and
by choosing to renounce agency, the masochist enacts power when disavowing it as a
consequence of the submission itself—it is the temporary consensual destruction of the subject.
Here lies the key to grasping the difference between these two discourses: sadomasochism can
only function if the people involved in the dynamic are granted subjectivity. While eroticism
imitates patriarchal gender roles by granting all of the power to the masculine torturer, S/M
relations are a kind of “imitation that produces the very notion of the original as an effect and
consequence of the imitation itself”—that is, power does not have a proper gender, but the
illusory idea of this “proper gender” is installed as the “effect of a compulsory system” (Butler,
“Imitation and gender…” 313). In sum, eroticism and sadomasochism bring to the fore two
different models of relationality. While eroticism centers on the transgression of the individual
by means of a subjectless other, I arguer that S/M relations reveal a complex embodied idea of
power that illuminates how individual pleasures can reconfigure compulsory systems, such as
heterosexuality and patriarchal formations.
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1.3 The Messiness of Sadomasochism: A Reparative Reading of Arredondo’s work through
“Mariana”
“A genuine sadist could never tolerate
a masochistic victim… Neither would the masochist tolerate
a truly sadistic torturer”
Giles Deleuze
Masochism as a reparative reading of Inés Arredondo reveals a more complicated history
of the influence of eroticism on Mexican writers. Throughout her life, Arredondo published three
collections of short stories: La señal (1965), Río subterraneo (1979) and Los espejos (1988).
Although eroticism plays an important role in all her books, there is a subtle change between La
señal and the following books that, despite having been noticed by literary critics who have
studied perversion and eroticism in her short stories, is simply explained as the result of reaching
her maturity as a writer (Huberto Batiz and Víctor Hugo Vásquez Rentería). However, I believe
this change has to do, in part, with the Bataillean impact on Mexico. The influence of this
philosopher on both Latin American and Mexican Literature began in the mid-1960s with Julio
Cortázar’s Rayuela (1963)9 and in Mexico with Figura de paja (1964) by Juan García Ponce and
the aforementioned Farabeuf. As Juan Carlos Ubilluz explains, it was not until 1969 that the first
Spanish translation of L’érotisme appeared in the Argentinean magazine Sur, so it is safe to
assume that these writers, who spoke French (including Inés Arredondo), read Bataille in his
original language (26). In the case of Klossowski’s work, its translations to Spanish began to
circulate in the seventies along with Teología y pornografía (1975) and La errancia sin fin
9

Rayuela is the story of Oliveira’s rebellion against social conventions and the impulse that animates his
transgressions is the desire for otherness, as Juan Carlos Ubilluz argues in his chapter about the influence of George
Bataille in this Argentinian writer. Cortázar’s theorization of this impulse is similar to Bataille and its linked to
sacrificial eroticism (82). See more about this relation in “Julio Cortázar’s Ambivalent Surrealist Search.”
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(1981), Juan García Ponce’s books about this philosopher. I mention this brief genealogy to
show that when Arredondo published La señal, the influence of these French philosophers was
still new and in development. Besides, after divorcing Tomás Segovia in 1965, Inés Arredondo
strengthened her relationship with Juan García Ponce and Huberto Batis, which most likely
nourished the exchange of ideas to the point where the treatment of eroticism in García Ponce
and Arredondo’s short stories became very similar. I argue that the publication of La señal
precedes the rise of this discourse, providing a different reading of eroticism, one where
Arredondo expresses doubts about this sexual discourse as modern/radical because it formulates
power as a gendered binary—that is to say, as something that the man possesses and the woman
lacks.
Before my reading of “Mariana” from La señal, I would like to address “Las mariposas
nocturnas” from Río subterráneo and “Sombra entre sombras” from Los espejos as examples of
how Arredondo digested masculine ideas on the masculine gaze, domination and torture as
sources of pleasure and transgression. Along with “Mariana,” these short stories have been
identified by literary critics as pivotal to the development of Arredondo’s aesthetics. As a case in
point, Víctor Hugo Vásquez Rentería understands these texts as three different but related
moments of Arredondo’s world. For this scholar, “Mariana” is “el sentimiento primitivo, el
instinto básico: la necesidad de adueñamiento y de ser poseída” (334) while in “Las mariposas
nocturnas,” this primitive physical impulse transforms into something “más original: necesidad
de algo, búsqueda de ese algo y satisfacción de esa necesidad a través del objeto hallado o bien
continuación de la búsqueda hasta hallarlo” (340). Finally, in “Sombra entre sombras”
Arredondo achieves “[la] suma total de toda una concepción del mundo … la realización de un
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proyecto de vida, en el cual la salvación no es otra cosa sino la entrega definitiva y definitoria, a
lo que se quiere” (344). It is worth noticing that several critics share this reading (Fabienne
Bradu, Berenice Romano Hurtado and even Huberto Batis, among others). While I do agree that
these short stories represent different ways of relating to Bataille and Klossowski’s ideas, with
“Sombra entre sombras” being the one that adheres more closely to Bataille and Klossowski’s
vision of eroticism, I disagree with the literary critics’ conclusion. I do not presume that
Arredondo’s erotic discourse achieves maturity—in other words, reaches its full potential—once
she manages to reproduce, to perfectly imitate—the in-vogue masculine philosophical claims.
Instead, Arredondo’s originality and gendered transgression lies in “Mariana” as a short story
that outlines what I propose as a masochistic cuir approach to eroticism.
It is important to note that it is time to review the work of Arredondo to incorporate new
reading methodologies like the one I propose here. Much of the work done so far revolves
around the task of uncovering the work of this writer who for a long time was excluded from the
canon. This work has been done by members of the Taller de teoría y crítica literaria Diana
Morán, group that since 1984 do literary research from a gender perspective. Broadly speaking,
literary criticism has followed four traditional lines in approaching Arredondo’s short stories: a
biographical approach (Claudia Albarrán, Carlos Ruiz Sánchez and Graciela Martínez-Zalce); an
effort to insert the work of Inés Arredondo in the history of Mexican literature (Aline Petterson
and Fabienne Bradu); formal or formalist analysis—that is, identifying topics, literary trends, and
style (Luzelena Gutiérrez de Velasco and Erica Frouman-Smith); and finally, an intertextual
approach (Aralia López and Gloria Prado). I suggest that queer/cuir theory gives to Arredondo’s
work a new vitality, which adds to the feminist efforts of some of the aforementioned scholars by
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expanding how gender and sexuality operate in her short stories as epistemological turns.
Turning to masochism is my critical gesture that enables reading Arredondo as a producer of cuir
knowledge.
“Sombra entre sombras” and “Las mariposas nocturnas” are short stories that focus on
similar D/s relations. Both take place in small rural towns, in times of feudalism, and involve
three people with extremely different levels of power, who are participating at all times in the
D/s relation: the cacique, a servant, and an innocent girl. As I will explain throughout my reading
of these short stories, even though in both cases the reader witnesses a D/s relation where the
women verbally agree to play, BDSM practices are not represented here. In both cases, there is
no informed consent, and the dominant does not take responsibility for physical and emotional
damage. Nor is it considered at any time whether the women feel pleasure performing as
submissives. The reader might be witness to emotional and sexual abuse but the women are not
aware of the risk involved in this type of play and the scenes are not safe, sane, and consensual.10
On the other hand, what is different about these short stories is the level of subjectivity that
Arredondo gives to her female characters which strengthens their agency.
Narrated in the first person by a nameless protagonist that only regains her name after the
death of her husband, “Sombra entre sombras” tells the story of a fifteen-year-old girl whose
mother convinces her to marry Ermilo, the town’s forty-seven-year-old cacique, to avoid a “life
of poverty,” “full of kids,” and “dirty dishes” (my translation, 251). What the girl is not aware of
are the rumors about Ermilo’s sex life, which lead Doña Asunción, the girl’s mother, to question
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In BDSM communities there are two types of practitioners: those who perform practices that are considered safe,
sane, and consensual; and those who practice risk awareness and critical consent. While the first ones avoid
edgeplay, the latter engages in more risky practices.
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Ermilo, who assures her that he will never corrupt the purity and morality of her daughter.
However, as expected, Ermilo rapidly brings the girl into his sexual games: he is a dominant
sadist who likes to inflict pain and then play the role of a “daddy” who takes care of his “little
girl.” The girl is presented without any subjectivity of her own as an object of pleasure and the
torture’s victim. Unlike in “Las mariposas nocturnas,” as I will further explain, beyond economic
security, the girl in this short story cannot imagine, beyond satisfying her occasional ice cream
cravings any way to manipulate her situation to her advantage.
The first scene that clarifies to the reader the level of Ermilo’s perversion is when he
forces the girl to learn, about Henry VIII and his sexual practices. Then, Ermilo uses the
knowledge gained by the girl to force her to role-play as Anne Boleyn. The scene involves
masks, physical and emotional humiliation, torture, and even rape. Sexual assault is insinuated
by how the girl feels about it, describing the scene as a moment of fear and hate that leaves her
petrified. When Ermilo resumes his position as a loving father, however, the girl briefly resists
his dominance: “luego comenzó a acariciarme y de pronto me sujetó por la trenza y me besó:
metió su enorme lengua en mi boca y su saliva espesa me inundó. Sentí un asco mayor que el
miedo a la muerte y desasiéndome como pude escupí su saliva espesa. —Prefiero morir ahora
mismo a que me vuelvas a besar con tu boca abierta” (257). The next day the torture marks are
evident: scratches, bruises, and a back injury that requires immediate medical attention and
stitches. For the next fifteen days, the girl will “voluntarily” remain isolated so she can recover
without questions from her friends and mother. When she finally sees Ermilo, he apologizes, but
both ignore the physical and emotional wounds of the play and the girl declares: “A partir de ese
día hicimos un pacto silencioso en el que yo aceptaba de vez en cuando sus fantasías y él acataba
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mis prohibiciones, [comer sorberte] y se puede decir que fuimos felices más de veinte años… No
tuvimos hijos” (259). This “happiness” will be interrupted by the presence of a third party.
After one of his regular bacchanalias, Ermilo returns wounded in the arms of Samuel, a
servant who resembles Achilles, the Greek hero. Samuel becomes the faithful lackey of Ermilo
while the girl, now a woman, falls in love with him. One day, she decides to pay a visit to
Samuel only to find him and Ermilo having sex. Ermilo undresses the woman and encourages
Samuel and the woman to have sex while he humiliates them and hits them repeatedly with a
belt. The scene concludes with Ermilo’s statement: “—Basta de descansar. Ahora seremos los
tres los que disfrutemos. Y yo seré el primero en montarla ¿eh Samuel? Yo me encojo de terror
pero ya estoy en el círculo infernal y glorioso: lo he aceptado” (264). Years go by and Samuel
becomes the woman’s emotional support—allegedly, Samuel’s relationship with Ermilo is only a
cover to get close to her because they are in love. Finally, Ermilo dies at 85 and the woman
realizes that she is also scared of Samuel and does not trust him (again, trust in BDSM is
essential). The first moment of intimacy between Laura—the name of the woman, which the
reader only finds out in the last page of the story—and Samuel is interrupted by Samuel’s own
desires: “nos hace falta Ermilo” (268). After this, Samuel will bring young people to role-play
Ermilo and he will become the new torturer. The story ends with a decrepit seventy-two year old
Laura in a house covered in semen and vomit:
No tengo dientes, sólo puedo chupar y ya no hago nada para disimular mi edad,
pero Samuel me ama, no hay duda de eso. Después de una bacanal en la que me
descuartizan, me hieren, cumplen conmigo sus más abyectas y feroces fantasías,
Samuel me mete a la cama y me mima con una ternura sin límites, me baña y me
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cuida como una cosa preciosa. En cuanto mejoro, disfrutando mi convalecencia,
hacemos el amor a solas, él besa mi boca desdentada, sin labios, con la pasión de
la primera vez, y yo vuelvo a ser feliz. Mi alma florece como debió de haber
florecido cuando era joven. Todo lo doy por estas primaveras cálidas, colmadas
de amor, y creo que Dios me entiende, por eso no tengo ningún miedo a la
muerte. (269)
Despite the fact that she expresses some happiness and willingness to sexually perform
for a group of men, Laura is not granted agency. As she expresses, she is a subjectless object that
works as a catalyst for Samuel and Ermilo’s transgressions—defiance that ultimately take the
men to a moment of jouissance that Bataille and Klossowski would approve of. Here is where
the above epigraph from Deleuze turns out to be useful. For a “true” sadist, the transgression and
pleasure comes when the subject renounces her/his/their subjectivity to become the object of the
sadist’s pleasure. While it is true that of my selection of short stories, “Sombra entre sombras” is
the only one narrated by the submissive woman, her voice is mediated by her Dominants and
therefore, it is not trustworthy. In fact, it could be argued that Laura suffers from the Stockholm
Syndrome, a condition that causes hostages to develop psychological alliances with their captors.
As I mentioned before, Laura often describes her position as a prison where “todo está cerrado y
enrejado,” living in extreme isolation (250). Under these conditions, combined with the
emotional and physical torture Ermilo inflicts upon her, Laura starts grasping at little moments of
pleasure and peace, such as her alliance with Samuel. In sum, “Sombra entre sombras,” which is
considered a masterpiece of Arredondo’s work, follows the masculine recipe for eroticism
without any type of critique of the patriarchal implications of this discourse.
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In “Las mariposas nocturnas” there is more nuance in relation to eroticism. This text tells
the story of a complicated D/s relation between don Hernán, Lótar and Lía. Narrated by Lótar,
who maintains an intense submissive relation11 with don Hernán, the story begins when he must
procure a new young virgin for the ritual that his “Sir” likes to perform. The ritual is simple: first
Lótar presents a previously chosen virgin in an immaculate white robe to don Hernán. Then,
Lótar waits patiently outside the door for two hours to later snuggle the woman before dawn to
reclaim his position as the main submissive of don Hernán. For this purpose, Lótar finds Raquel,
a virgin who agrees to sell two hours of her time in exchange for access to knowledge via don
Hernán’s library and art collection. However, this time the ritual is different. After two hours,
Lótar begins to lose his calm when daylight comes, a fact that confirms his suspicions: “las
reglas del juego habían sido rotas; reglas que yo no inventé, que simplemente asumí cuando era
un adolescente” (150). When they finally leave the room, it is more than clear that the rules of
the play have changed and Lía will remain at the house indefinitely: Don Hernán introduces
Raquel as Lía and orders Lótar to make whatever arrangements are necessary to integrate Lía
into their lives; both names are chosen by don Hernán to establish their new identities as
submissives.
For a period of time, Lia’s new life only includes a strict study regime as stipulated in the
negotiation process. Lía is willing to submit to don Hernán in exchange for knowledge, a key
difference between this and the previous short story. Thus, she spends her time learning history,
culture, languages, and even things related to the management of the hacienda, such as how to

11

In BDSM, an intense dominant/submissive relation is often used to describe relations in which power exchange
shapes and pervades all of the partners’ interactions at all times (commonly known as 24/7 D/s relations). The
dominant takes the responsibility of making all the decisions, while the submissive cedes control. This is done by
exercising critical consent.
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burn cane fields and ride a horse. She learns all of these things for herself. During this time,
Lótar continues to satisfy the intimate cravings of his “Sir.” However, one day don Hernán
requires Lía to wear a white robe for a second time, and the following happens:
El rito de preparatorio fue el de costumbre, y yo corrí a los balcones para espiar.
Dentro, sólo dos quinqués estaban encendidos y Lía en medio de la
habitación, complacientemente desnuda. Su cuerpo, blanco, resplandecía en una
belleza perfecta y misteriosa. Don Hernán sacó el gran cofre que estaba en la caja
fuerte y comenzó por ponerle una gargantilla de rubíes, luego fue cambiando,
lentamente, perlas, zafiros, esmeraldas. A veces algo no le gustaba y cambiaba
por otro collar, hasta cubrirle el pecho, y luego la cintura, hasta el sexo. Ella no se
movía: era una estatua. (153)
After this scene, Lótar constantly complains about feeling miserable and tired, and resents Lía’s
charm and seductive powers. Therefore, the rest of the story revolves around the feelings of
displacement and betrayal that Lótar is experiencing. For example, Lótar declares,“Por las
noches don Hernán me llamaba para aquello, y cuando sucedía era sin pasión, como una cosa
necesaria y mecánica” (154), to later clarify that most nights don Hernán only wanted him to sit
quietly in a chair while he worked. At the same time, Lótar is required to attend to all of Lía’s
whims until her final rebellion.
As the previous passage shows, Lía becomes the perfect model of patriarchal
femininity—that is, an immaculate, beautiful possession to display. This is what ultimately
causes her rebellion. In the final scene, don Hernán asks Lótar to procure Lía for the “Minotaur
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ceremony.” Lótar warns his “Sir” about the dangers of performing his traditional ritual: Lía is not
an innocent young woman anymore. According to Lótar, she is dangerous and she is one step
away from achieving “absolute sovereignty” (163). Again, the pleasure of a “true” dominant is to
make the submissive willingly renounce her/his/their subjectivity. So, don Hernán smiles with
satisfaction but then Lía decides no to submit:
Esta vez, como las otras, Lía, desnuda, parecía una estatua. Él le abrochó al cuello
un collar de esmeraldas de las compradas en el viaje. Comenzaba el rito
acostumbrado. Pero cuando, con otro collar en las manos, se acercó a ella de
frente, para colocárselo, la estatua se movió intempestivamente y sus brazos
rodearon a don Hernán atrayéndolo hacia sí. Hubo un momento infinito en el que
no se movieron, luego él la rechazó con violencia haciéndola caer hacia atrás. Ya
firme sobre sus pies, ella lo miró con una mirada seca, despreciativa, se arrancó el
collar y se lo arrojó a la cara. El golpe lo ennegreció y se tapó los ojos con las
manos. Se repuso casi de inmediato y rápidamente fue al lugar donde dejaba el
fuete al acostarse, y corriendo con él en el alto atravesó la habitación lleno de ira.
Ella seguía ahí, como una estatua resplandeciente. El fuete en alto estaba a la
altura de su cara. Luego, el brazo que lo empuñaba cayó desgoznado.
Se quedaron otra vez inmóviles, petrificados. Mucho tiempo después él
dijo, con la voz autoritaria de siempre:
—Vete a dormir.
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Debo reconocer que Lía me devolvió mi lugar en aquella casa. Sólo yo la vi salir
aquella noche, erguida, sin nada en las manos, por la puerta principal. (164)
As we can see in this passage, Lía suffers a double punishment for not staying in role as a statue
and for regaining her subjectivity. First, don Hernán denies Lía’s own pleasure by dropping his
hand before the crop touches her face, an act that symbolizes the breaking of the D/s dynamic.
The first line of the story already anticipates this break: “Cuando lo vi rozarle la mejilla con el
fuete, supe lo que yo tenía que hacer” (147). The verb “rozar” implies a gentle and frustrated act
of intimacy that, instead of celebrating insanity and perversity, returns Lía to the domain of
reason, from where she decides to walk away. The second punishment comes when Lía leaves
the house proud but empty-handed. “Las mariposas nocturnas” ends with this last punishment—
an empty-handed Raquel—leaving the reader satisfied with the restoration of Lótar’s place and
the damnation suffered by Lía. However, at the same time, Lía has the possibility of a new life.
In this short story, Arredondo fictionalizes her epistemological doubts about eroticism as
a cruelly optimistic discourse for women. As Lauren Berlant argues, “a relation of cruel
optimism exists when something you desire is actually an obstacle to your flourishing” (1). Lía
knows that her desires for don Hernán—and his perverted world—will ultimately leave her
without much to hold onto. Therefore, “Las mariposas nocturnas” operates as a bridge between
“Sombra entre sombras” and “Mariana.” Similar to Laura, what makes Lía a good candidate for
the ritual is her total lack of power, depicted by a series of characteristics that make her unequal
to don Hernán and Lótar (her age, gender, her poor economic status, the absence of the father or
any authority figure in her life, and her eagerness for knowledge). Echoing Bataille’s ideas, she
is a good body to torture because she is not in any position of power, making her the ideal
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victim. Besides, she is presented as an empty vessel that only don Hernán has the means to fill.
Here lies Arredondo’s first gendered disruption: instead of remaining a statue, an object like
Laura, Lía acquires a life of her own through knowledge, which ultimately grants her what Lótar
sees as “absolute sovereignty.” When Lía leaves the hacienda empty-handed, Lótar regains his
rightful place while her future is uncertain. The reader can safely infer that due to her gender,
economic status, and the time in which she lives, her options are extremely limited.
Arredondo places her character at the crossroads of being simultaneously complicit and
rebellious, to finally lose the battle as exemplified by Arredondo’s decision to fully embrace the
patriarchal discourse of eroticism in “Sombra entre sombras.” Despite the fact that throughout
“Las mariposas nocturnas,” Lía voluntarily remains in the relationship and possesses some level
of power, the question of consent is messy. The first red flag appears when Raquel choses to
accept don Hernán’s proposition without full disclosure of what this entails—Lótar deliberately
conceals the most sinister details. Besides, there are no other valid venues for Raquel to obtain
financial security and knowledge, a situation that Lótar again manipulates in favor of don
Hernán. Both Lótar and don Hernán isolate Lía and make her dependent on their games. All of
these characteristics in today’s BDSM communities, as in the case of “Sombra entre sombras,”
would mean psychological and sexual abuse. Raquel, however, enjoys the intimacy of the play
and the possibilities that this brings for her. Thus, it is important to read Lía’s complicity with
the problematic dynamic also as the source of her empowerment. That is why she manipulates
the entire situation to the point of changing the rules and securing a place for herself in the
hacienda. At the end, however, she decides that the price is too high to pay and abandons the D/s
dynamic.
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Of the three texts I analyze, “Mariana” is the first story written by Arredondo that also
represents a type of D/s dynamic, though quite differently than in the cases of Raquel and Laura.
What matters in “Mariana” is masochism, in this case, represented by the pleasure that the
eponymous protagonist obtains through consensual practices of erotic asphyxiation and impact
play.12 The plot summary is simple: Mariana falls in love with one of her classmates, Fernando,
but her father opposes their relation. The father is depicted as an antiquated man who still thinks
his daughters are his property, mere objects at his disposition. Thus, Mariana and Fernando
decide to run away. After some time, the couple returns to seek the family’s forgiveness and to
get married. Years pass by, they have four kids, and all seems normal until Mariana’s husband is
imprisoned in an insane asylum, awaiting castration. The reader learns that the couple liked to
practice choking and drowning, types of activities known as breath control that are considered
edgeplay due to the high death risk factor. Choking involves the restriction of breath and blood
supply to the brain by applying pressure to the blood-rich carotid arteries, while water play
restricts breathing. Choking and water play may or may not include loss of consciousness and if
done improperly, can cause death. Because Fernando is inexperienced, he chokes and immerses
Mariana in water until she passes out. Not realizing what is happening, he thinks he has killed
her. The family intervenes, he is sent to the asylum and Mariana, devastated, attempts futilely to
explain that the practice was consensual and with the purpose of erotic pleasure.
The story of Mariana, however, starts with her funeral. A stranger, fact that the reader
will learn at the end of the story, killed Mariana. Narrated in the second person by one of her
friends, who is trying to understand what happened to her, the reader is faced with a fragmented
12

Erotic asphyxiation and impact play are common BDSM practices. The first one refers to the intentional
restriction of oxygen to the brain for sexual gratification while the later involves striking a person for sexual
gratification, using a variety of instruments such as whips, floggers, paddles or bare hands.
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text that is required to organized through the narrator’s investigation and testimonies from
Fernando, Concha Zazueta (a childhood friend), and Mariana’s killer. By the end of the short
story, the reader can organize the facts and the plot is clarified. After Mariana is forcibly
separated from Fernando, she desperately seeks relief in other people, only to finally die by
erotic suffocation at the hands of an inexperienced stranger in a hotel room.
As the brief plot summary that I sketch here displays, “Mariana” shows a marked
difference from the other two short stories. To begin with, Fernando and Mariana’s relationship
includes a degree of equality—both are close in age, economic status, have education, and
families—that ensures that each partner has the power to critically decide whether they engage in
edgeplay or not, without fear of consequences. Secondly, a relationship of trust is established
slowly over time and even though the process of negotiation between Fernando and Mariana
happens backstage and we as readers do not have access to it, it is clear that both partners are
exercising some degree of critical consent. Finally, it is important to stress that Mariana’s own
pleasure is central. She is always described as a strong, intelligent woman who continually
challenges the masculine figures that surround her. She is not a victim or a subjectless object, but
a masochist:13 she desires to abdicate control in exchange for pleasure and pain. Instead of
reproducing transgression as something obtained through the negation of women’s autonomy to
gain pleasure, masochism is presented as a practice that can manipulate bodies and power
relations to illuminate forms of organization outside the heterosexual norm. In “Mariana” there is
not only an admiration for perverted sex practices but also a desire to think about power

13

When contextualizing the history of masochism, Musser explains, “Women, though described as passive and
lacking in agency, were not usually considered masochists. The naturalization of submission in women made it
difficult for psychiatrists to imagine a separate category of female masochists” (5). This patriarchal naturalization is
at play in the discourses of eroticism.
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differently. More than thinking about the power of eroticism, in “Mariana” Arredondo plays with
the eroticization of power and, unlike the ideas that Foucault would develop years later in
relation to BDSM practices, gender and heteropatriarchal structures are central for thinking about
this relation.
I want to pay attention to a series of characteristics—the gaze, masochism and trauma,
and the structure of the short story— that support my reparative criticism of “Mariana” as a
masochistic cuir theoretical approach to the discourse of eroticism. The first of these
characteristics is the gaze as the pivotal moment when pleasure is experienced. Throughout the
story, the act of looking is crucial to understanding Mariana’s character. In almost every scene,
there is a reference either to her eyes or her looking. For example, on one occasion Mariana
explains to her friends that Fernando caused the cut on her lips. Incredulous, the friends question
Mariana, who responds with a smile and a pitying look: “Ella sonrió y se encogió de hombros,
mirándonos con lástima” (99). Another case in point is Mariana’s reaction to her father slapping
her face repeatedly for dating Fernando: “Estaba tan furioso que todos sentimos miedo, pero
Mariana no. Se quedó quieta, mirándolo. Entonces la soltó y se fue” (99). In these examples,
Mariana’s gaze serves to build her character as a woman who is not afraid to fight back against
the patriarchal and normative structures that oppress her. However, the true relevance of the gaze
comes with Fernando’s testimony of the night he chokes her: “Fue ella la que me mostró sus ojos
en un acto inocente, impúdico. Otra vez sin mirada, sin fondo, incapaces de ser espejos,
totalmente vacíos de mí. Luego los volvió hacia los médanos y se quedó inmóvil” (103).
As I mentioned before, Klossowski argues that the women’s perverted condition cannot
be dissociated from the masculine gaze, which operates as a mirror. For example, this formula is
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followed in “Las mariposas nocturnas” when Lía’s perversion only reveals itself through the
gaze of don Hernán and Lótar, an act that simultaneously reflects the excesses of the two men.
What frustrates Fernando, however, is that Mariana’s eyes do not react to his gaze, breaking with
the act of reflection and showing Mariana’s perversion as being totally dissociated from
Fernando’s. Thus, Arredondo suggests that masochism does not mimic the violence and power
relations of the real world but stages them to show the cruel possibilities of the eroticization of
power. As Danielle J. Lindemann explains, by caricaturing the everyday naturalized practices of
sadomasochism, the sadomasochistic theater increases their visibility and contributes to our
understanding of them: “Sadomasochistic interactions are stylized representations of dominance
and submission, but they are able to lay bare and destabilize the taken-for-granted assumptions
14

underlying such practices” (10). Arredondo’s theoretical ideas are sophisticated because even
though she recognizes S/M relations as performative acts, she also takes into account the
material conditions of the bodies as something real that affects the disruptive potential of the
performative component. During this period of time, gender acts as a material condition of the
body because it is understood as a binary attached to biological sex. Hence, masochism is
presented as messy because it represents the possibilities of women’s liberation from patriarchal
structures while at the same time negating the very possibility of liberation.
Fernando’s testimony continues as follows,
El furor que sentí el día de la boda, los celos terribles de que algo, alguien,
pudiera hacer surgir aquella mirada helada en los ojos de Mariana, mi Mariana

14

Danielle J. Lindemann draws a parallel between her ideas on the practice of drag and sadomasochism beyond the
sexual sphere. Drag and sadomasochism are practices that contribute to “our understanding of gender by exposing
femininity [and masculinity] as a performed role” (10).
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carnal, tonta; celos de un alma que existía, natural, y que no era para mí; celos de
aquel absorber lento en el altar, en la belleza, el alimento de algo que le era
necesario y que debía tener exigencias, agazapado siempre dentro de ella, y que
no quería tener nada conmigo. Furor y celos inmensos que me hicieron golpearla,
meterla al agua, estrangularla, ahogarla, buscando siempre para mí la mirada que
no era mía. Pero los ojos de Mariana, abiertos, siempre abiertos, sólo me
reflejaban: con sorpresa, con miedo, con amor, con piedad. Recuerdo eso sobre
todo, sus ojos bajo el agua, desorbitados, mirándome con una piedad intensa.
(103)
As the quote shows, the frustration that Fernando is feeling is the result of knowing that no
matter how many times Mariana decides to give up her autonomy to obtain pleasure, he will
never possess her—Mariana will never become the inert object for which he desperately longs.
In the end this frustration, plus his jealousy, breaks the S/M relation and the pact of critical
consent. Therefore, Fernando adheres to the masculine vision of eroticism.
While Mariana is being drowned, her eyes once again express pity. I interpret this feeling
as a powerful expression of her own agency. She feels pity because Fernando is unable to fully
grasp the theatrical possibilities of the eroticization of power via sadomasochism. In this case,
during the play, Fernando fails to re-contextualize sadomasochistic practices that are naturalized
in a heteropatriarchal time, as theater. For example, the idea of possessing someone else that
permeates heteronormative notions of relationality and intimacy as Fernando’s jealousy suggest.
Symbolized by the inescapable castration to which Fernando will be subjected at the end of the
story, Arredondo suggests that the erotic moment, the one that obsessed Bataille as much as the
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rest of Arredondo’s generation, could never be truly achieved until gender roles are subverted
and relationships are not impeded by heteronormative ideals, in this case, represented by
Fernando’s jealousy. The question that remains is why Mariana decides to try and save
Fernando, and why she ultimately dies in search of an erotic moment that she knows is messy. In
other words, are Mariana’s sexual desires complicit with patriarchal notions of sexuality, or can
we understand Mariana’s erotic practices as a cuir feminist deconstruction of power and
eroticism?
The feminist panic of S/M that happened in the eighties in places like the US is yet to
come in Mexico. But interrogating why some feminists saw S/M as a practice that invited
patriarchy into the bedroom is relevant to understanding Mariana’s actions. S/M can be
“experienced as a practice that produces distance between women and feminism and a practice
that threatens to contaminate feminism by breaching the distance between it and patriarchy”
(Musser 35). For Mariana, S/M works as a feminist methodology to cope with the trauma left by
the physical and emotional abuse of her father—the patriarchal figure par excellence. To be
clear, BDSM practices are not inherently the result of traumatic experiences, but sometimes
these practices can be used as therapy to counter the damages left by a traumatic experience. For
Arredondo, S/M works as a new sexual discourse that serves to counter the gendered damages of
eroticism, those that proclaim the natural submissive position of women. In sum, Mariana and
Arredondo are fascinated by sadomasochism because it not only makes visible how gendered
eroticism is but also, S/M provides an amplification of gender roles and the possibility of a new
sexual ethics. However, at the end, Mariana dies, hinting that in times of heteropatriarchy,
BDSM practices will always invite this system of power into the bedroom. This assumption is
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quite dangerous because it erases women’s sexual autonomy and individual desires: does
Mariana have to give up her desire to be violated and choked if she wants to resist patriarchal
ideas of sexuality? Why is it that violence as a consensual form of pleasure generates (feminist or
not) panic and fear?
Arredondo proposes a possible answer to these questions. As an individual, Mariana
decides that her own pleasure is enough to engage in S/M even though it can end up being the
same thing that she is resisting. Her pleasure functions as a reparative strategy and her
complicity, as a form of agency.15 After what happened with Fernando, it is safe to assume that
Mariana is aware of the risks involved in this type of play and therefore, exercises critical
consent. Thus, even if it means embracing the possibility of dying to take the chance on her own
sexual pleasure is braver and more radical than dismissing masochism because of its possible
dangers: women’s perverted orgasms are acts of resistance in heteropatriarchal times. If for
Mariana, her pleasure is enough, for Arredondo—who is experimenting with masochism as a
sexual but also as an aesthetic practice—it is not sufficient.
By using different voices and breaking with the linearity of Mariana’s story, Arredondo
implies that the issue is not Mariana’s individual sexual pleasures. Several times, the narrator
questions her motivations for telling Marina’s story. She declares: “Pero él y Mariana no
necesitan testigos: lo son el uno del otro” (102) and then continues: “Sé que te parece que hago
mal, que es antinatural este encarnizamiento impúdico con una historia ajena. Pero no es ajena.
15

Amber Musser analyses The Story of O as an example of this: “Within the world of the book, her masochism is
symptomatic of her fraught relationship to power. Who O is framed as complicit in her own objectification,
complicity emerges as a mode of self-fashioning in which agency and aesthetics collide” (60). Then she explains
that submission is “O’s only recourse for agency under a system in which she has no actual power. Through
submission, which she links to love, she gains recognition, which provides her with access to power” (78).
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También ha sucedido en por ti y por mí… La locura y el crimen…¿Pensaste alguna vez en que
las historias que terminan como debe ser quedan aparte, existen de un modo absoluto? En un
tiempo que no transcurre” (101). Mariana’s story is not simply a personal one, but instead one
that reveals the eroticization of power in daily life practices that sustain heteropatriarchal
institutions. To Mariana’s friend and by extension the reader—the narration is addressed to us—
S/M reveals the pervasive systemic structures that operate to maintain power imbalances. Lastly,
S/M becomes a site of scrutiny because power imbalances become more evident in this type of
play, but also due to sex negativity and morality: Fernando busts Mariana’s lip and everyone
thinks that they are insane. Mariana’s father does the same and, beyond being scared of this man,
no one really questions his sanity or if this is a good environment for Mariana. In another scene,
a nun humiliates Mariana and once more, this seems normal. Like eroticism for the generación
de la insolencia, sadomasochism challenges the sexual morality that still prevails in Mexican
culture but adds layers of machismo. Thus, to wager for S/M as a sexual practice, an aesthetic,
and a fantasy becomes a feminist cuir move.
I want to conclude this section by pointing out another epistemic moment of
Arredondo’s short story. The generación de la insolencia was obsessed with the aesthetic
possibilities of the timeless instant in which sexual ecstasy is indistinguishable from death.
Today, queer theorists such as Lee Edelman argue that by giving into jouissance, queerness
should embrace the present. This presentism is also in tune with the politics of Arredondo’s
group, which became tired of utopian discourses and socialism’s unfulfilled promises. In
“Mariana,” however, time is not felt through a singular moment of sexual ecstasy nor are
categories such as present and future clearly defined; the reader is unable to organize the events
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in a linear narrative. Inés Arredondo uses S/M itself to feel the possibility of a different
conception of temporality, one that is not attached to the male orgasm, which is indeed could just
be an instant, but to a “tiempo que no transcurre” (101) more in tune with women’s multiorgasms. Elizabeth Freeman has studied sadomasochism in temporal terms, arguing that “S/M as
a deployment of bodily sensations through which the individual subject’s normative timing is
desegregated and denaturalized” (137). Freeman links the temporary destruction of the subject in
S/M to the uses of time and suggests, “the body in sadomasochistic ritual becomes a means of
invoking history—personal past, collective sufferings, and quotidian forms of injustice—in an
idiom of pleasure. This is its scandal and its promise” (137). As an example, in “Sombra entre
sombras” and “Las mariposas nocturnas,” the suffering caused by feudalism turns into pleasure.
In the case of “Mariana,” S/M becomes a form of writing the history of gender relations in
Mexico, a history that has no end and feels like “otra vez esa mezcla terrible de futuro y pasado,
de sufrimiento puro, impersonal, encarnado sin embargo en una persona, en dos, una viva y otra
muerta” (101). The linearity of history and of the short story itself is called into question. Instead
of S/M working as an erotic time machine, as Freeman suggests, here S/M works as a device to
feel time as something that does not happen. Here is where I find Arredondo’s critique of
eroticism as a modern response to the cultural and political environment of Mexico. Patriarchal
and normative structures freeze time and then history happens in a loop. A modern discourse of
sexuality, thus, would be one that breaks with this cycle. This is both the scandal and promise of
sadomasochism.
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1.4 Fucking with Death: Leonora Carrington’s Necrophilia and Other Fetish Gestures in
Kati Horna’s Photographs
It should be clear by now that central to the aesthetics of the generación de la insolencia
was the fetishization of women’s bodies.16 But it is perhaps in S.NOB (1962), an editorial project
sponsored by Gustavo Alatriste and created by Juan García Ponce, Emilio García Riera and
Salvador Elizondo, where this fetishization appears most bluntly. From the collaborations of
Zachary Anghelo about women in cinema to the humorist writings of Jorge Ibargüengoitia, the
combination of articles suggests that the magazine’s intention—as the members explained in the
description of the project—is not to have definite criteria. But women’s bodies function as a
political and aesthetic unit that once more is in tune with the group’s obsession with eroticism.
Women appear as inanimate objects of worship, as evil criminals who just want to seduce men or
as permanent ill, silly creatures. The sections about medicine and criminology written by
Ibargüengoitia offer a good example of how women’s bodies are used as tools for cultural and
political disobedience, and as way to critique Mexico’s sexual morality without undermining
heteropatriarchal structures. In “Señora: ¿Padece usted de volupsia?,” Ibargüengoitia reviews the
work of Franz Newhammer, a fictitious doctor who discovers volupsia and invents its treatment.
It is never clear what volupsia is, but we know it affects 27.3% of the female population. It is a
disease that affects women’s bodies and their capacity to comprehend or formulate language
(some symptoms are aphasia and ataxia) (14). The review is accompanied by three images that
16

Two scholars have worked with the obsession with women’s bodies during the sixties. In “La representación
femenina en la literatura mexicana de medio siglo: nuevos dilemas, nuevos paradigmas,” Marisol Luna Chávez
traces the uses of women’s bodies in Mexican literature from the beginning of the twentieth century to show how la
generación de medio siglo opens up new paths that complicate the feminine according to labor and familiar
structures. Elva Peniche Montfort dedicates an article to the subject of the body in S.NOB magazine, which I will
refer to later on. But it is interesting to point out that even though in most of the cases used by Peniche Montfort, the
body is gendered, she does not analyze the implications of this.
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represent the three phases of the disease. In the incurable phase, a woman with a beard and male
clothes is portrayed (Figure 1.1). On the other hand, in the criminology section, Ibargüengoitia
writes another humorous entry about the dangers of marriage as an institution that sacrifices men
for women’s own satisfaction. Moreover, and before they ran out of funds, the editors claimed
that S.NOB would go from being a weekly magazine to being “menstrual”—playing with
“menstruation” and “monthly”—a word that I interpret as a wink toward S.NOB’s annoying and
uncomfortable structure that supposedly resembles women’s periods. If there is a critique of
heteronormative institutions and a willingness to undo certain taboos, this criticism loses its
power because it is the result of an anxious masculinity that senses its upcoming loss of
privilege—this was the time, as I mentioned before, when women intellectuals started being
recognized as such. Put together, these examples reveal a classical understanding of fetishism—
one in which the fetishist needs to devaluate the Other—following the theoretical trends of the
sixties, obviously, women are the other because they lack a penis—in order to preserve a
position of cultural centrality and privilege.

Figure 1.1 Three phases of “Volupsia”
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Before I delve into my analysis of Horna’s photos and the implications of fetishism, I
find it necessary to give a brief description on how S.NOB fits into the cultural scene of the
sixties. From June 20 to October 15 of 1962, and with a total of seven issues, S.NOB magazine
was a unique project that combined fiction, essays, translations, book reviews, recipes, collages,
children’s stories, and gossip—among many other humorist or absurd topics—with good doses
of drugs and sex. The main collaborators were Jorge Ibargüengoitia, Juan Vicente Melo, Juan
García Ponce, José de la Colonia, Salvador Elizondo and Tomás Segovia. Only three women
collaborated more than once in the magazine: Kati Horna with her photos, Leonora Carrington
with drawings and children’s stories, and Cecilia Gironella with a section on geomancy. Claudia
Albarrán has cleverly referred to this project as the experimental laboratory of la generación de
la insolencia. As she explains,
S.nob se inserta en un panorama cultural un tanto tradicional y acartonado, previo
al hippismo, al rock and roll, al uso abierto de las drogas y a la revolución sexual.
Por aquellos años, convivía con publicaciones periódicas muy formales que era
subsidiadas, en su mayoría, por universidades o por instituciones de gobierno que
contaban con un exigente consejo de redacción encargado de evaluar la calidad de
los textos, haciéndolos pasar por criterios académicos muy estrictos, como la
seriedad, la claridad o la objetividad. (“La revista S.nob” 63)
The magazine’s name indicates an act of rebellion. On the back cover of the facsimile edition
done by Aldus editorial, Elizondo explains that “S.Nob es la sigla que en el XVIII se puso en la
lista de los habitantes de Londres que vivían en barrios elegantes pero que no eran nobles. Al
lado de su nombre se ponía esta sigla, que viene del latin: sine nobilitat, y significa ‘sin
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nobleza’.” The lack of formality—without nobility—plus the experimental eagerness made
S.NOB an ideal project for the members to explore some of their most controversial obsessions.
Many aesthetic and political freedoms were taken. In sum, S.NOB is a project that was “fucking”
with what was considered normal and traditional in the Mexican cultural sphere.
A closer look into how the work published by women in this magazine reshapes the
gendered politics and aesthetics of the group is yet to be done. Since my interest lies in BDSM as
an alternative path to historicize women’s cuir culture in Mexico, here I focus on the pieces that
articulate alternative sexualities that are often associated with BDSM practices, specifically “Oda
a la necrofilia,” a photo essay by Kati Horna. Born in 1912, Horna was a Hungarian Jewish
emigrate photographer who spent her productive life in Mexico. She is recognized for her antifascist politics and as one of the most important photographers of the Spanish Civil War. With
her photos of the war, Horna showed a gendered perspective, challenging the predominant notion
of war as a masculine space. After moving to Mexico, Horna’s overt engagement with national
politics diminished, giving rise to a more personal and feminist angle. To be clear, Horna was
always a woman who made choices far from conventional for young women at the time,
including the determination to make her own living. But it is in Mexico where she finally found
the space to work without having to comply with masculine European intellectual figures, and
where she also found strong, surrealist female friends—Leonora Carrington and Remedios
Varo—who, with their European privilege, would together dare to poke holes in the
heteropatriarchal structures that permeated the Mexican art world during the sixties.
Following her Marxist ideals, Horna identified herself as an art worker—meaning that
her art did not constitute mere aesthetics but instead formed part of a social fabric and was
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deeply attached to politics. Instead of understanding the photo as an individual piece of art,
Horna was interested in ideas of circulation, collaboration, and context as tools of social
transformation. As Susan Silas explains, her projects “focused on circulation—the power of
context and the exploration of distribution networks as a way to create and disseminate meaning.
For Horna, the circulation of images, rather than the standalone photograph, was the principal
arena of investigation and action, motivated by the belief that she could bring about positive
social change.” These ideas lay at the core of “Fetiches,” one of her most experimental and
personal projects. “Fetiches” is a section dedicated to photography that was included in four of
the seven issues of S.NOB. Horna was in charge of three fetishes,17 which used different female
models and objects of worship, to create a broader definition of fetishism beyond comprehending
women as mere objects for male consumption. Featuring artist Leonora Carrington, the first
fetish is an ode to necrophilia while the other two are “Impromptu con arpa” featuring Kitzia
Poniatowska, and the last one is untitled18 with Luz del Amo as the model—both young women
socialites at that time. Together, these photo essays tell us a different story of fetishism, one in
which there is room for the female fetishist, and the fetishization of women’s bodies does not
operate around phallic imaginary.
According to the classic psychoanalytic argument, there is no room for the female
fetishist. Since women have nothing to lose—argue Freud’s faithful fetishists—they have no
reason to seek sexual gratification through inanimate objects. Instead, women’s bodies

17

Besides the “Fetiches” done by Horna, someone named Berna did fetish number three for issue number six. Titled
“Sacramentalia,” the photos depict Lucero in religious garments. There is no information about why Horna did not
do this fetish or who is behind the name Berna.
18
The series of photos with Luz del Amo is titled “Paraísos artificiales,” but in S.Nob magazine the title was not
published.
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themselves become the fetish. Based on Sigmund Freud’s ideas, classical fetishism operates on a
phallic principle that defines gender in terms of possessing or lacking the phallus:
The fetishist instead disavows sexual difference through a fetish that is a
substitute for the mother's imaginary phallus. As a substitute for an imaginary
penis, what the fetish represents is pure artifice and fantasy. Hence, it is the
artificiality of woman, or even the artifice itself that excites the fetishist who is
horrified by woman's nature; the nature of her sexual difference, interpreted as
wound. The fetish object serves to repair the imagined mutilations of the mother;
it masks her lack, and protects the fetishist from his fears of castration. (Fernbach,
“Fetishism and the Future…” 56)
Opposing this meaning ascribed to psychoanalytic fetishism, Katy Horna’s “Fetiches”
transgress beliefs about gender, sexuality, and the female body. Similar to the way masochism
operates in Arredondo’s fiction, here fetishism becomes a mode of subject-object relations
whereby one deconstructs gender roles while holding the promise of more transgressive
identities and sexual practices (Fernbach, “Fetishism and the Future…” 58). In these photos, the
female models get to play the fetish for Horna while simultaneously acting as the fetishist;
Carrington’s sexual gratification is linked to the worship of a corpse, Poniatowska’s to a musical
instrument—a Chiapaneca harp that belonged to Rosario Castellanos—, and finally Luz del Amo
to dolls, masks, and other objects of artifice. Who gets to play the fetish for whom is the first step
in a series of actions carried out by Horna to manipulate the meaning of fetishism with an ironic
twist, a point to which I will return shortly.
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Though the photo essays with Kitzia Poniatowska and Luz del Amo also defy the classic
notion of fetishism, I pay attention exclusively to “Oda a la necrofilia.” These series of photos
are by far the boldest essay and are an unflinching approach to the masculine obsession with
women’s bodies, encouraged probably by Carrington herself. Besides, something similar to the
case of Arredondo’s “Mariana” happens with the analysis of Horna’s “Fetiches.” In the only
article that talks about Horna’s work in relation to this magazine and its uses of the body,19 Elva
Peniche Montfort argues that “Paraísos artificiales” (Luz del Amo’s series) is by far the most
interesting one (236). Peniche recognizes that “Paraisos artificiales” contains the most
experimental pieces of “Fetiches”—Horna intervenes directly on the negative by scratching it to
create the illusion of rain; she also uses her photomontage technique—but then she adds the
following:
The third fetish is also the most interesting…. It’s the only one in which a model,
Luz del Amor, shows her naked torso, though her nudity is veiled through
translucent barriers, in a tease between showing and hiding.
“Artificial Paradises” is different from the preceding series, since here the
fetish is the body itself…. Instead of alluding to objects that are symbolically
related to the model, the body itself becomes, through photographical
manipulation, the central fetish of the image. The woman’s body is that vision
which, through a semiconscious drug induced state, is concealed, reveled,
distorted, fragmented, and duplicated. (237)

19

In 2016, the Americas Society held an exhibition of Horna’s work curated by Michel Otayek and Christina de
León, which included at least some photos of “Oda a la necrofilía” and of the series with del Amo. The press
unanimously praised “Oda a la necrofilía” while there is no references to the other “Fetiches.”
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I allow myself the long quote because once more it shows how critics choose to praise the pieces
that emulate—or simply reproduce—the masculine discourses of eroticism, fetishism and in this
case surrealism20 as well. Given this insistence, choosing “Oda a la necrofilia” is another
necessary act of reparative criticism. Besides and precisely because necrophilia sounds so
bizarre—for most people, it is hard to grasp why someone would be sexually excited by a
corpse—it is the fetish that best shows the complexity of Horna’s collaboration with Carrington
and the epistemic moment that these photos capture—the possible end of the phallocentric view
of sexuality and gender.
Borrowing from Juana María Rodríguez’s and José Esteban Muñoz’s ideas on the gesture
as something that “cannot or should not be expressed in words” or that sometimes can signal
“what one wishes to keep outside of sound’s reach” (Rodríguez 4), I identify cuir gestures in the
photos. I argue that these cuir gestures show us how these women negotiated their non-normative
sexual imaginaries in a magazine that was aesthetically designed based on ideas about the
annihilation of women’s subjectivity. I read them as gestures because Horna was not interested
in the photo as an individual piece of art, meaning that she was interested on what a photo can
evoke through complicity and context.21 For those who observe the photos, the gesture may go
unnoticed. To grasp the gesture requires some degree of collaboration and complicity, context
and some sort of idea of the circulation of the piece of art in question—all these are
characteristics that Horna believed to be central to art as a tool of social transformation. In “Oda

20

As Giulia Degano explains, Horna never considered herself part of the surrealist movement” “sino que más bien
mantuvo un contacto constante con algunos de sus exponentes por razones de amistad y de afinidad estética” (68).
However, we can find some characteristics of this aesthetic in her photos such as photomontage, unexpected
combination of objects and people, and a dark sense of humor (Degano 69).
21
For more on the collaborative aspect of Horna’s photo, see “Photography, Mobility and Collaboration: Kati Horna
in Mexico and Grete Stern in Argentina,” an unpublished doctoral dissertation by Michel Otayek.
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a la necrofilia” these cuir gestures are: the mask/corpse, the female fetishist, Leonora Carrington
herself, and the manner in which the photographs circulated. As I will explain, these gestures
contain the possibility of altering the heteronormative views praised by la generación del la
insolencia and as Muñoz would argue, orients us to a cuir future that is yet to come (91).
“Oda a la necrofilia” was the first fetish published by S.NOB in their second issue. As the
title indicates, seven photos tell the story of a woman mourning the death of a loved one. The
model is either wearing a black outfit with a veil or is fully naked, suggesting mourning but also
erotic pleasure. A mask in a bed serves as a corpse. Because of the way the photos are taken, it
seems that the only light comes from the candle that the model sometimes holds, and in others it
is on the floor or the bed (Figures 1.2 and 1.3). As published by S.NOB, there is no way of telling
who the model is in “Oda a la necrofilia.” Through the seven published photos, the model’s face
is always covered, without any particular signs that could give the viewer an idea of who she is,
and not even her name is attached to the photos like in the other series; the model functions as a
gesture to keep something from the viewer.

Figure 1.2: “Oda a la necrofilia”
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Figure 1.3: “Oda a la necrofilia”
However, a photo22 not published in S.NOB reveals Carrington’s face through a mirror
(Figure 1.4). I believe not publishing Carrington’s face is a conscious decision that prevents the
fetishization of Carrington herself while at the same time guarantees that the viewer will focus its
attention on the mask. What matters is not the identity of the model—not because she does not
possess subjectivity—but what the mask/corpse hides. Aside from Carrington’s face, there are
other elements in this photo that point toward the reading I am proposing here. Holding an
umbrella in her right hand, the mask in the left like an accessory, and with a cigarette in her
mouth, an upright Carrington looks at herself in the mirror not in mourning, but with a glowing
smile, one that I identify as the aftermath of pleasure. At the foot of the bed, some man’s shoes.
In this photo, everything is expressed and nothing is left to the viewer’s imagination: Carrington
smokes and enjoys the bright light that I understand as symbol of the death of the phallus, that is
Carrington has a bright new future without the restrictions of any man. But Horna and Carrington
are not amateurs and both are far from being innocent. They both know that humor works best
22

It is not clear to me how many “Oda a la necrofilia” has. Only seven were published in S.NOB and here I use an
eighth one. But there is at least one more that belongs to this series. Since the artists had total creative freedom, we
must assume that the artist[s] did not want to publish all the photos on S.NOB.
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when the butt of the joke—in this case masculinity—is left unaware that it is being mocked.
Therefore, they decide not to print the photo and instead they leave us clues/gestures leading any
viewer who is willing to be complicit in their playful feminist endeavor23 to discover what
cannot be said bluntly.

Figure 1.4: “Oda a la necrofilia.” Not published in S.Nob.

23

A lot of my argument is based in my surrealist idea of Carrington, Horna and Remedios Varo as three friends who
liked to gather together to talk about sex, do art and plan different ways to “fuck” the men that surrounded them.
Intelligent, beautiful, independent, and living in the lesbian continuum described by Adrianne Rich as a way to
include a range of woman-identified experiences, these women mocked male tyranny and compulsory
heterosexuality. This utopian space that I have created for my analysis, however, is based on how their lives have
been documented. Surreal Friends: Leonora Carrington, Remedios Varo and Kati Horna and the documentary titled
Remedios Varo, tan imprescindible como invisible inspire me to see them as playful feminists who were tired of
“giving a shit” about a man’s world.
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As I already mentioned, the first disruption of classical fetishism happens by positing
women as fetishist. A subject becomes a fetishist when they have “recurrent, intense sexually
arousing fantasies, sexual urges or behaviors involving the use of nonliving objects” (Steele 26).
In this case, Carrington’s sexual urges towards a corpse/mask and Horna’s gaze are the behaviors
that make them fetishists. Horna’s gaze is particularly interesting here because it is through her
eyes that Carrington’s body becomes momentarily an object of worship. By inserting herself into
one of the photos—the shadow in image number four corresponds to Horna’s persona—the
photographer explicitly participates as a voyeur in one of the most erotic scenes of the series. To
the left we see Carrington’s naked back holding a candle to illuminate the mask/corpse. On top
of the bed’s frame we see a bra thrown carelessly down while on the bed lays a book with an
unidentified object on top of the open pages. The photos suggest an erotic moment: Carrington is
about to engage in the act of necrophilia. Before I get into this sexual act, let us return to Horna’s
gaze. I maintain that by inserting herself in this pivotal moment of the series, she guarantees she
will be seen as a fetishist worshiping Carrington’s body while simultaneously warning the
spectator about the kind of objectification that is happening in the scene. It is a type of
objectification that always returns to the subject—that is, a mode of subject-object-subject
relations instead of the traditional subject-object as proposed by classical fetishism—because in
the end, Carrington’s pleasure is central. By positing female pleasure as an intimate act of
collaboration, Horna and Carrington remind us that fetishism is not only about sexuality, but also
about perception and power. The perspective of the photo suggests a cuir approach to fetishism,
one that celebrates non-hierarchized difference.
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Thus, Horna’s and Carrington’s collaboration produces a new concept of fetishism.
Unlike classical fetishism, cuir fetishism24 is concerned with embodied re-articulations of gender
relations and sexuality, and it is primarily concerned with anti-normative moves. The mask
represents a transformation of the body, one without a proper gender. At the same time, the
men’s shoes in the unpublished photo suggest that the corpse is that of a man. But following the
classical argument explained before, what is a man without a phallus? Playing with the fictitious
and surrealist nature of gender that Judith Butler has already explained with her ideas on
performativity, Horna and Carrington mock the masculine economy of desire based on the lack
of a penis. At the same time and in contrast to Butler, female gender is reclaimed not as fictitious
but as a powerful tool to transform the future of gender and sexuality. Let me clarify this point
with a reference to one of Arredondo’s short stories. In “Mariana” the character dies because at
the end, BDSM as a practice that shows gender as drag, is not powerful enough to subvert the
very real hierarchical binary roles of Mexican society. In contrast, Horna and Carrington suggest
that precisely because of the systemic nature of hierarchical gender roles, talking about women is
still relevant. This cuir gesture points to the conundrum of this chapter’s title: cuir because it
contains the possibility of a better future and not yet cuir because this time is still pending.
Finally, Horna and Carrington complete their collaborative joke with a reference to
necrophilia. The extreme repulsion associated with this sexual practice is what turns it into a
fetish and into an anti-normative move. As I mentioned before, in the masculine version of

24

In a different cultural context, Amanda Fernbach has called this type of fetishism “decadent”: “Unlike classical
fetishism, decadent fetishism is not necessarily centered on the phallus…is concerned with the disavowal of cultural
rather tan corporeal lack… The pleasures of decadent fetishism derive from creating and performing embodied
subjectivities that result in anti-normative embodiments” (Fantasies of Fetishism… 26-27). Central to Fernbach's
argument are ideas of artifice, decadence and the post-human that are in tune with the cultural changes during
postmodernism that she is addressing.
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eroticism, there is a concern with the death drive and its relation to the instant of pure pleasure.
By using necrophilia, these women artists ironize this relation. Instead of connecting pleasure to
self-annihilation, Horna and Carrington link pleasure to their flourishing subjectivity and to a
collective vision of erotic intimacy. An anecdote serves to illustrate this point:
Not long before Horna and Carrington worked together on the series, José had
suffered a near fatal heart attack which left him in a frail condition. According to
Horna's daughter, it was this traumatic experience that motivated the theme of the
series--a creative collaboration between Horna and Carrington, photographed with
great spontaneity as means to make sense of their complicated emotions over their
shared fear of Jose's imminent passing, which indeed took place the following
year. (Otayek 260)
Instead of abandoning pleasure after José’s predicted death, “Oda a la necrofilia” suggests a new
erotic beginning between the two friends. It does not matter if this erotic beginning is real or just
an artistic move. What matters is that erotic desire is not attached to self-annihilation but to the
possibilities that arise with the annihilation of traditional gender roles. Replacing women’s
subjection, the mask as an inanimate object represents the death of masculinity while at the same
time symbolizes new ways of pleasure that are not attached to gender or sexual organs.
I want to conclude with Carrington’s pleasurable act of fucking with death. Beyond the
psychoanalytic mockery previously described, I argue that necrophilia embodies the crisis of
gender and sexuality described throughout this chapter.25 I am not arguing for a pathological

25

I take this idea from Imperial Leather where Anne McClintock argues that “fetishes embody crises in social
value” (184).
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understanding of this sexual practice but instead I focus on the pleasurable elements of “fucking
with death” to dismantle the prejudices that sustain necrophilia as a result of men’s power and
women’s subjection, and also as a bland act of sadism. By replacing the corpse with a mask,
these artists challenge necrophilia as an act of hierarchical power or sadism to argue once more
that it is about perception. As the photos in “Oda a la necrofilia” show, Carrington’s erotic desire
for a loved one who passed away is framed as a pleasurable way of mourning. At the same time,
one of the attractions of necrophilia is that it is a practice fully focused on the pleasure of the
person committing this act. The difference between, let’s say, masturbating with a dildo and
having sex with a dead body, lies in the fact that, in the eyes of the person using these objects,
the latter still possesses some degree of subjectivity that makes the experience more pleasurable.
In this case, it is all about Carrington’s climax, one that in addition is not provoked by a penis or
any sexual organ. In a way, Horna and Carrington manage to visually stage one of the
conundrums of feminist lesbian separatism and feminist critiques of BDSM—that is, the claim
that BDSM and heterosexuality will always invite the enemy into the bedroom. Here the
“enemy” is deconstructed not only to the point of not having a penis but to suggest a utopian
moment in which gender and genitalia are irrelevant for erotic encounters. Necrophilia is used
for its transgressive possibilities as a tool to imagine cuir ways of relationality.
1.5 “Mr. Magic Wand” or Why to Hire a Pro Dom in Today’s Mexican Cultural Sphere
Cuir and yet not cuir. More than addressing and validating forms of individual sexual and
gender subjectivity that today could be categorized as cuir, Arredondo, Horna and Carrington
offer us a cuir critique of a particular moment in time when gender and sexual practices were
being reconfigured. These women’s critiques of eroticism and fetishism are a cuir-feminist effort
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to create sexual alternatives that do not reproduce gender roles that fit into heteropatriarchal
imperatives or conceive power in an uncomplicated way—one in which women are always
subjectless victims. Instead, these women found new ways of relationality, of building
intimacies, and alternative forms of practicing more ethical ways of doing politics and art
through the creative possibilities of what today we would identify as BDSM practices. Sadly, the
views on masochism and fetishism developed by these artists did not prevail culturally in
Mexico: a heteropatriarchal view of sexuality focused on masculine economies of pleasures is
still pretty much in force.
Hence, I want to conclude this chapter by making a case for practicing BDSM as a
necessary cuir intellectual endeavor in today’s Mexican cultural sphere. In November 2015, poet
and journalist Xitlalitl Rodríguez Mendoza published a series of three articles about her first
experiences with BDSM. In the first article and as a way of preparing herself for her first play,
Rodríguez Mendoza interviews Omar Feliciano, a feminist psychologist and practitioner of
BDSM. Feliciano gives a summary of the importance of these types of sexual practices in a
violent context such as Mexico’s, echoing the same aspects that I have addressed in this
chapter—that is, agency, consent, control, gender roles, drag, etc. The other two articles titled
“Lo que necesitas para tu primera sesión BDSM: Preparación, reglas, castigos y palabra de
seguridad” and “BDSM: Te va a asustar pero te va gustar” are the processes of negotiation
between Rodríguez Mendoza and the pro dom26 she hired, and the detailed review of their
session with photos included. Rodríguez Mendoza’s texts might be one of the few documents
that talk about BDSM in Mexico. Even more interesting is the fact that the articles are written
26

Pro dom is a term that refers to professional dominants—that is, people who play the role of a top as a way of
living. In this case, Rodríguez Mendoza’s pro dom has 10 years of experience, charges two hundred dollars an hour
and he only books sessions of at least two hours.
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from a feminist and cuir standpoint while also linking BDSM to aesthetics and the role of the
intellectual:
Después de inspeccionarme el culo puso un pie sobre mi nuca y me dijo: “Ah, la
curiosidad periodística. Tú dices que es de trabajo pero en realidad esto te gusta”.
Sentí una profunda vergüenza porque era cierto, pero de alguna forma extraña el
hecho de que estuviera pisándome la cabeza me reconfortaba. Esas son honestas
búsquedas literarias y no chingaderas, pensé, y antes de reírme recibí el primer
azote con un látigo. Así se hace la buena crítica lit. Otro. Rompí en llanto. (Italics
in original)
As the quote shows, BDSM could be linked to literary and cultural criticism as Arredondo,
Horna and Carrington suggested with their ideas on masochism and fetishism. As I argue, their
work in relation to BDSM suggests an epistemic moment and an alternative path to historicize
women’s cuir culture in Mexico. Although BDSM might be considered an identity, in the work
of these writers and artists it appears as a political and aesthetic positionality challenging
LGBTTTI discourses centered on identity politics. Hence, BDSM complicates women’s cuir
history.
The work of Rodríguez Mendoza updates two aspects of Arredondo’s short stories, and
of Horna and Carrington’s collaborative project, which I believe are central for understanding the
intellectual importance of BDSM: the fear of female orgasms and reclaiming vulnerability as the
space for transgression and social change. Female orgasms are still cultural taboo and provoke
feelings of discomfort among men and women. Rodríguez Mendoza writes:
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En este momento vino a visitarme Susan Sontag: “El orgasmo concentra. Deseo
escribir. La llegada del orgasmo es el nacimiento de mi ego”. No podía venirme
sin la autorización de mi amo. Pero lo asumí como todo en mi vida hasta ahora:
más vale pedir perdón que pedir permiso. Me vine una, dos, tres veces. No podía
decirlo porque ninguno de ellos terminó realmente cuando ya tenía el otro encima.
Cuando por fin mi amo me dio permiso tuve el orgasmo más largo de mis últimas
siete reencarnaciones y sentí que estaba suspendida en la habitación sin nada que
me sujetara y que todo mi cuerpo era un solo órgano eviscerado y palpitante.
After writing about this intense series of orgasms—which, by the way, are never
described as an “instant” of pleasure—Rodríguez Mendoza declares: “Muchos amigos hombres,
muy queridos todos, me dijeron que no escribiera esto, pero ¿no es una nueva forma de decir:
“No te pongas minifalda porque te van a violar”? Hubo muchos que alentaron y cuidaron en el
proceso: a todos ellos, muchas gracias. ¡Sí me gustó!.” In BDSM, orgasm control is the sexual
practice of holding oneself or a partner in a state of arousal without achieving climax, a common
practice that leads to intense pleasure as the above quote shows. In this case, the pro-dom
experiences the feeling of power that comes from controlling Rodríguez Mendoza’s orgasms but
it is a stage control. Therefore, BDSM as an intellectual project has the potential to redirect the
feeling of discomfort that female orgasms still provoke in people to a productive path of reconceptualizing female pleasure. While it is clear that orgasms are still today a radical form of
feminist cuir critique because they make men uncomfortable, it is not clear what role
vulnerability plays and how it connects to agency and the cuir future that is yet to come.

78

BDSM is a set of sexual practices in which people’s vulnerabilities are always on display.
Rodríguez Mendoza, Mariana, and to a lesser extend Horna and Carrington, consent to the
exploration of their most vulnerable positionalities in heteropatriarchal times—that of a
“perverted” women either via masochism, submission or necrophilia. Reclaiming vulnerability as
a space of feminist agency instead of the result of masculine ideas of power is one of the cuir
promises of BDSM. As feminist intellectual figures, the lesson these women impart is to
encourage readers/viewers to explore the creative possibilities of a perverted life. Echoing
Rodríguez Mendoza, in today’s Mexican cultural sphere trying out “Mr. Magic Wand” and
writing about it might be one of the most dangerous and radical things a woman writer could do
because of the level of vulnerability and discomfort that it creates (Figure 1.5). So, let us
embrace “Mr. Magic wand” and the never-ending orgasms.

Figure 1.5: “Mr. Magic Wand”
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Chapter Two
Snap, Snap, Snap! The Unthinkable Lesbian Method of Cuir Literary Critique

“Rigor, perhaps because it stems from a tradition that does not favor women,
can end up in silence”
Emily Hind, Dude Lit
The leftovers. The failures. The forgotten books. The residues of a moment in time that
have vanished into (almost) oblivion. These residues are the literature that, at the end of the
1980’s, started documenting the experiences of women who choose to live outside the confines
of heterosexuality. However, this literary production is frequently forgotten or erased both in
Mexican literary studies and in cultural histories of the LGBTTTI movement in Mexico. As
books that do not follow fashionable aesthetics to gain access to the intellectual sphere and
because they are excluded from the literary canon, arguably, these books enact narratives of
failure according to mainstream literary criticism. Hence, building an archive from these
gendered residues demands thinking affectively of failure as a cuir possibility. Creating this
archive means to imagine negativity as an oriented emotion that allows to feel a future out of the
frustrated efforts of the past and present. It affects the way temporality is felt in order to feel time
as unstable. Therefore, in this chapter, I explore the emergence of the so-called lesbian literature
to demonstrate how literary failure and negative feelings provoke snaps—a sudden break, an
irritable tone—that disrupt how temporality is felt. Understood in relation to gender, these snaps
do not annihilate the future in service of a present or embrace a queer utopian hermeneutics.
Instead, cuir temporalities are linked to these gendered moments that have the potential to aim
for a cuir time without falling into an unproductive rhetoric of hope.
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What does it mean to read certain books as residues of a moment in time? How can these
residues affect the way we perceive cuir culture? Can residues as snaps affect the way we feel
time? These are some of the questions that I explore through the work of Rosamaría Roffiel and
Criseida Santos Guevara. Read together, the work of these writers reveals negative modes of
criticism to elaborate what I call a lesbian method of cuir literary critique. To elaborate this
method, I echo Jack Halberstam’s notions of queer failure as a way of life that falls outside
narratives of success and allows us to escape from the norms that discipline our behavior (3), and
Ellen E. Berry’s ideas of negative aesthetics where “negative textual strategies are deployed in
such a way that normative structures of perception and representation are rendered unstable, in
the process revealing their limits or crisis points” (5). My lesbian method of cuir literary critique
suggests that cuir moments happen when snapping—sudden breaks that can work, as Sara
Ahmed explains, as feminist moments of change—is embraced as an ethical or political
alternative even though the battle against heteropatriarchal formations, in the case of Mexican
lesbian literature, has already been lost. Therefore, the lesbian method of cuir critique is a form
of unthinkable cuir politics. By paying attention to different snap events scattered through time,
the lesbian method of cuir literary critique situates failure affectively as an intertwined moment
that simultaneously reproduces complex social inequalities in relation to both categories of
power (gender, race, class, and sexuality) and domains of power (coloniality and capitalism). By
making this simultaneous relationship evident, the work of Roffiel and Santos Guevara urges us
to understand cuir temporality as something that is not attached to a linear concept of time. If
cuiridad is associated with negativity, refusals, residues, it is not because cuir rejects the future or
hope. Rather, this negativity enables other ways of feeling time that constitute one of the first
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steps into imagining more ethical alternatives (less normative and patriarchal alternatives) for
living and writing a cuir life.
Besides looking into how the lesbian method of cuir literary critique affects temporality, I
explore how the work of Roffiel and Santos Guevara—which I understand as the leftovers of the
“official” cultural history of the LGBTTTI movement in Mexico—compel us to discuss the
problem of canon construction and its relationship to cuiridad. Canonicity is a normative concept
incompatible with cuir anti-normative strategies and desires. Thus, it is crucial to ask ourselves
what it means to build a cuir canon and why it matters. Can a cuir canon be understood as a
temporary arrangement that is constructed and destroyed at the same time? Taking into account
the history of the emergence of gay literature in Mexico as well as studying the work of scholars
who have aimed to build an archive of foundational texts that reflect on the rise of LGBTTTI
culture, I demonstrate that the problem with canon and cuiridad is that there is already a gay
canon in circulation comprised of the works of Luis Zapata, José Joaquín Blanco, Carlos
Monsiváis, Salvador Novo, Enrique Serna. In the best-case scenario, this group of writers
presents as “cuir”—that is, as a group of writers that challenges compulsory heterosexuality and
homophobia. In the worst-case scenario, they are a group of gay men with patriarchal views
promoting normative ways of perceiving sexuality and gender.1 Thus, this chapter does an
analysis of the emergence of gay Mexican literature to question just how cuir this type of male
1

I choose to simplify the ways in which their literature reflects on issues of sexuality and gender to highlight the fact
that it is a group of men with the epistemological privilege of defining what gay literature looks like and of
constructing the history of the LGBTTTI movement. However, their work is more complex and highlights the
patriarchal structures behind their ideas of gender and sexuality. It is Carlos Monsiváis who performs the limits of
their discourse in a more complex way. From his work with Marta Lamas, compiled under the title Misógino
feminista—a title that makes explicit the monsivarian thought of alternating its misogyny with its defense and deep
knowledge of the Mexican feminist movement—to his uses of queer, Monsiváis’s work (and life) unpacks
heteropatriarchy but doesn’t challenge it. A good example of this is his use of queer that, as William Daniel
Holcombe explains in his article “Lo queer de Carlos Monsiváis: slumming en el ambiente,” only makes the
effeminate man visible, understanding queer in a very limited way—a kind of identity politics that privileges the gay
male.
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gay recognition might be. I am by no means arguing that this literary production or the critical
work of scholars such as Michael Schuessler and Miguel Capistrán do not represent a
monumental part of challenging the discourses of heterosexuality, nor am I implying some sort
of essentialism where gay male production cannot be inherently cuir. And most definitely, I am
not trying to minimize the importance of these critical works. Instead, what I want to point out is
that if we examine what is excluded from history of the LGBTTTI movement and from an
affective perspective, the limitations of this way of canon construction become evident. By
asking how cuir this type of male gay recognition is, first I point out the limits of identity politics
in the construction of the canon. Second, I suggest that there is an epistemological problem
surrounding the way gender and sexuality have been understood in Mexican literary studies. And
finally, I propose cuir as a methodology and as a political affiliation that has the potential to
make us see things differently—outside the normative realms of heteropatriarchy.
I begin with an analysis of the emergence of gay male literature and with its cultural
history because Roffiel and Santos Guevara explicitly criticize the masculine strategies
employed by some of these writers and scholars. In Roffiel’s case, Amora could be read as a
feminist intervention into El vampiro de la colonia Roma by Luis Zapata while the protagonist of
La reinita pop no ha muerto by Santos Guevara dreams of writing a book called “Monterrey se
escribe con M de machorra,” echoing México se escribe con J by Schuessler and Capistrán. It is
crucial, however, to clarify that I am not rendering these texts as “rewritings” of gay male
canonical works, nor am I implying that lesbian literature needs to be read always in relation to
gay male literature. Instead, I argue that one of the central negative strategies used by these
writers is that of snapping as a feminist-cuir writing practice that unmakes the dominant
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structures of heteropatriarchy and proposes an innovative path of conceiving of the ways in
which literature, feminism, and queer/cuir theory have been linked to Mexican studies.
Snap is a sudden break, a sharp noise, a bond, and a moment. Sara Ahmed has brilliantly
reflected on snapping as a feminist practice from her own snapping experience within the context
of working within institutions, such as universities.2 Echoing her ideas about unhappy feelings
and objects, I argue that Amora and La reinita pop no ha muerto orient us toward a snap
moment—that is, recognizing with frustration and anger that others might wish to relegate to
oblivion the voices and practices of lesbians, and recognizing that the promises of the sexual
revolution of the seventies in Mexico failed to address the patriarchal institutions inherited by the
LGBTTTI movement.3 Yet, as Ahmed reminds us, snap is not the starting point nor a singular
event but what we have to keep doing to keep being. Reading these texts as snaps opens up a gap
in time not to necessarily experience the whole impact of the present (or the past) but to build an
affective community to sustain a future that is out of joint—here and yet not here, as Muñoz
explains in Cruising Utopia. Ultimately, by using snapping as a feminist-cuir writing practice I
propose different ways of orienting us to canon building: one that pushes us to make a mess, to
breed resentment, to shock, to annihilate, to build unthinkable canons just to crush them again

2

The idea of “snap” as a feminist/queer practice is present in all her work. For a concise idea of the term, see the
transcription of her lecture “Snap! Feminist Moments, Feminist Movements” given in Stockholm on May 11 of
2017 and available on her webpage.
3
Another way of looking at this is through Ahmed’s idea of “unhappy archives”: “archives [that] take shape through
the circulation of cultural objects that articulate unhappiness with the history of happiness. An unhappy archive is
one assembled around the struggle against happiness” (The Promise of Happiness 18). In this case, I look into failed
archives as archives that take shape through the circulation of literature that articulates failure—the unsuccessful
entrance to the history of Mexican literature, the frustration with male perceptions of LGBTQ writings, to name a
few examples—with the history of success. In this case, this success is measured in terms of canonicity and
reception.
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and again—to perceive the canon affectively. And it starts with residues, cuir failures, and
“feminists killjoys.”4
2.2 And Dreaming Still Causes Panic: Luis Zapata, José Joaquín Blanco and the “End” of
Gay Literature
When the lesbian and gay liberation movement began in the sixties and seventies,
lesbians and gay men had no established cultural history that they could use to set their goals and
strategies. Building a movement without knowing our own cultural history requires imagination
and hope. For those who choose to live outside the confines of heterosexuality, dreaming of a
better life becomes a powerful mode of being. And yet, as queer/cuir theorists have pointed out,
queer lives always exist in a space between resisting damage and affirming queer existence. This
tension lies at the core of the beginnings of gay literature in Mexico. El vampiro de la colonia
Roma (1979) and the essay “Ojos que da pánico soñar” (1979)—both foundational texts of gay
literature—translated this tension into representational issues, identity politics, and narratives of
progress and modernity. Moreover, the pattern that I showed in the introduction continues to
dominate the ways in which the canon has been built—we have yet to imagine new ways of
understanding literary production. I argue that instead of building a cuir canon, this gay literature
reproduces homonormativity and dangerously sets the stage for what Jasbir Puar calls
homonationalism5 (when in doubt just remember that the title of the most important book about

4

For Ahmed, the feminist is an affected alien, a killjoy: “Does the feminist kill other people’s joy by pointing out
moments of sexism? Or does she expose the bad feelings that get hidden, displaced, or negated under public signs of
joy? . . . she might even kill joy because she refuses to share an orientation toward certain things as being good
because she does not find the objects that promise happiness to be quite so promising” (The Promise of Happiness
39).
5
Homonormativity is a form of politics that does not contest dominant heteronormative assumptions and institutions
(Duggan) and tie to the national and transnational political agendas of U.S. imperialism (Puar). Homonationalism
operates as a regulatory script not only of normative gayness (or queerness) but also of racial and national norms
that reinforce these sexual objects (Puar, Terrorist Assemblages… 2).
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gay cultural history is México se describe con J). The ideological debate between Blanco and
Zapata that I will explore next, and the recent productions of cultural history of the LGBTTTI
movement, show how homonormative practices operate in the present moment to relegate
women’s cuir literature to the shadows, but also suppresses new ways of understanding cuiridad
and cultural production.
There is no doubt that El vampiro de la colonia Roma affirms and celebrates the
existence of sexual dissidents. Published in 1979, it rapidly became an editorial success. After
winning the Premio Juan Grijalbo for fiction and surpassing the sales records of the time,6 this
book became the foundational text of Mexican gay literature.7 One of the reasons why it gained
such relevance is the fact that it was published shortly after the existence of the first groups of
sexual dissidents—formally organized and publically out—came to light (Laguarda, “El vampiro
de la colonia Roma: literatura…” 175). In 1975 writers Nancy Cárdenas, Luis González de Alba,
and Carlos Monsiváis drafted the first manifesto in defense of homosexuals published in the
magazine Siempre! Three years later, the first homosexual march took place in relationship to the
tenth anniversary of the Tlatelolco massacre and in support to the Cuban revolution. One year
later, the first gay pride march of all Latin America was celebrated in Mexico City.8

6

At the celebration of 35 years of the publication of El vampiro… Ariel Rosales, the editor of Penguin Random
House (before Grijalbo), mentions that in the first two months, 25,000 copies were sold, something really unusual at
the end of the seventies. Today Zapata’s book is a longseller: “cuando me incorporé a Grijalbo, en 1998, nueve años
después de la primera edición, El vampiro de la colonia Roma ya se había convertido en lo que los editores
llamamos un longseller, con un promedio anual de ventas que oscilaba entre los 5 y los 7 mil ejemplares” (Palapa
Quijas, “El vampiro de…”).
7
El vampiro… is not the first Mexican gay novel, but it is the first one to obtain recognition from readers and
literary critics recognition. Before its publications, other fictions circulated such as El diario de José Toledo (1962),
41 o el muchacho que soñaba con fantasmas (1964) by Paolo Po and Después de todo (1969) by José Ceballos. See
more in La novela mexicana, entre el petróleo, la homosexualidad y la política by Luis Mario Schneider.
8
See more about the history of the LGBTTTI movement in Feminismo. Transmisiones y retransmisiones by Marta
Lamas and Que se abra esa puerta by Carlos Monsiváis.
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As I mentioned before, canonical pieces of literature tend to describe change. In this case,
El vampiro… signals the potential end of an ideological struggle, that is the recognition of
multiple sexual identities; or, less optimistically, it represents a paradigm shift: the beginning of a
time when sexual revolutions and movements might become a thing of the past. In other words,
its entry into the canon is attached to its representational value—to the affirmation not only of
gay existence but to a moment of purely cuir pleasure and hope.
Shortly after El vampiro’s publication, however, José Joaquín Blanco wrote the essay
“Ojos que da pánico soñar” to warn about the consequences of embracing personal satisfaction
and of surrendering to the jouissance of the present. Doing this, he writes, would inevitably
create a new sexual norm: “Habrá una nueva norma sexual dominante; que se caracterizará por
cosificar el sexo, volviéndolo un satisfactorio momentáneo y banal de cuerpos de suyo
cosificados, sin aventura ni creatividad” (261). Addressing the middle-class gays, Blanco advises
against abandoning the cuir obligation to invent a better way of life. He advises against the
promises of capitalism9 and the discourse of tolerance as a tragedy that has to be avoided at all
costs. As Claudia Schaefer explains,
For Blanco, the emerging policy of tolerating difference might serve to reinforce
class privilege and political conformity, thereby eliding radical politics and
subversive sexuality into just another “lifestyle choice” in the big city. He foresaw
freedom from overt persecution as a right made available only to some who would

9

Several scholars have studied the link between sexual dissident subjects and capitalism convincingly. For example,
for John D’Emilio capitalism created the social conditions that made possible the emergence of lesbian and gay
identity in the sixties and seventies. The free-labor system and the transformation of the nuclear family as a
consequence of this new system, allowed gays and lesbians to see themselves as part of a community and to
organize politically on the basis of such identity (5). Capitalism does not cause homosexuality nor does it determine
the form same sex desire takes. But it does allow for the emergence of a community based on non-heterosexual
relations.
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be required, in turn, to give up any real sense of difference in exchange for being
allowed to coexist along with all other consumers (the one identity shared by all
involved). (Danger Zones 134)
Thus, for Blanco El vampiro… is an example of “eliding radical politics and subversive sexuality
into just another lifestyle choice.” Zapata’s book marks the supposed end of an ideological
struggle and signals (and approves) the replacement of this struggle with the promise of the
sexual “liberation” promoted by the market and its potential consumers—mostly, middle class
(white) male subjects. Renouncing the ideological struggle, Blanco suggests, means abandoning
the site of utopia as a cuir possibility to embrace some sort of homonormativity for the sake of
the present, pleasure, and a gay identity that is gradually set by the market. Ultimately, Adonis
self-identifies as a chichifo (a homosexual man who engages in sexual activities with other men
for money or other benefits). His identity is attached to his productivity and to his ability to
accumulate capital.
Lisa Duggan has identified the sexual politics of neoliberalism as the new
homonormativity: “it is a politics that does not contest dominant heteronormative assumptions
and institutions but upholds and sustains them while promising the possibility of a demobilized
gay constituency and privatized, depoliticized gay culture anchored in domesticity and
consumption” (179). Even though a further analysis of the sexual politics of neoliberalism in El
vampiro… is required,10 it is safe to say that Zapata’s book reproduces these politics through a

10

One example of this type of analysis is “De nómadas y ambulantes: El vampiro de la colonia Roma o la utopía
suplantada” by Alberto Medina. In this article, Medina argues that El vampiro… could be read “como la meticulosa
crónica de la permeabilidad entre dos discursos aparentemente antagónicos”—that is, between the homosexual
cruising and neoliberalism (507). This article also serves as an example of the necessity of revisiting this topic since,
at the current moment, cruising and neoliberalism are not seem as antagonistic discourses. In fact one can argue that
neoliberalism sustains the possibility for this sexual practice. Another example that touches on the relationship
between capitalism and Zapata’s book is “Mexico City and its Monsters: Queer Identity and cultural Capitalism in
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double-voiced address to an imagined gay public while also appealing to a national mainstream
reader constructed precisely by neoliberalism and the market. For Duggan, this gesture “works to
bring the desired public into political salience as a perceived mainstream, primary through a
rhetorical remapping of public/private boundaries designed to shrink gay public spheres and
redefine gay equality against the “civil rights agenda” and “liberationisms,” as access to the
institutions of domestic privacy, the “free” market, and patriotism” (179). El vampiro… offers an
example of this rhetorical remapping: sexual pleasure turns into a commodity that redesigns the
public and the private.11 The private issue of sex becomes not only public but necessary in the
new national economy and suppresses any type of sexual politics that is not in tune with
neoliberal ideals.
The idea of the double-voice is also decisive to understand how this book became the
foundational text of gay literature. Following the division proposed by Hind explained in the
introduction, Zapata performs as a rebel while also performing literary competence. This
guarantees Zapata’s publishing success as well as securing him a place in the intellectual sphere.
Zapata is a rebel because he chooses to talk about gay sex “sin tapujos.” At the time Zapata
published his book, La estatua de sal by Salvador Novo remained censored securing Zapata’s
place as the first one to openly write about gay sex. Moreover, since the writers of la Onda,
orality represents a rebellious proposition, one that ultimately reflects “una pulsión de gozo que
derrocha lenguaje y vértigo en un escenario de consumismo creciente: la representación de la

Luis Zapata’s “El vampire de la colonia Roma” by Ariel Wind. This article offers a very different reading of the
novel to the one I propose here. Wind argues for the possibility of understanding Zapata’s book as a queer fiction
that subverts genders roles through a reading of the figure of the vampire.
11
Bowskill also identifies the private and the public as having a role in canon building. According to her analysis,
novels that deal with the public sphere—again, a gendered association since men are normally associated more to
the public sphere while women to the private—are more likely to enter the canon. As El vampiro… shows, cuir
literature remaps the public and the private. Gendered interpretation bias gives an advantage to Zapata’s text, which
ends up being read as more public than private.
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rebeldía terminal convirtiéndose en pose de mercado. Se trata de ver y ser visto” (Medina 512).
Zapata privileges orality by choosing to write his novel as if the reader were listening to
interview recordings. On the one hand, what initially is seen as a rebellious attitude ends up
being an object of consumption, participating in a game of submission to the seductive power of
neoliberalism. On the other, performing competence—that is, writing an experimental novel that
deconstructs the siglo de oro cult genre par excellence (the picaresque) plus the emerging genre
of testimonio—gives Zapata a place in the literary boy’s club (i.e. the canon).
My aim with this section is not to give a convincing literary analysis of how these texts,
for example, perform exactly the two types of queer (male) temporality that are at the core of this
project, nor to take the time to explain why El vampiro… promotes a normative view of gender
and sexuality, and how reading this fiction as cuir/queer without recognizing homonormative
practices runs the risk of sustaining homonationalism. Instead, I briefly propose that El
vampiro… enters triumphantly into the canon precisely because it follows the established “rules”
of literary criticism. These rules are performing as a competent writer, using gay identity as
something marketable, showcasing narratives of progress—for Mexico to enter modernity it has
to be ready for a chichifo like Adonis—and by signaling a moment of change, that is the “end” of
the sexual revolution. Additionally, it represents the emergence of a powerful, at least as
consumers, non-heterosexual identity without shaking heteronormative structures. In other
words, in El vampiro… there is no audacity to dream a space and time outside the confines of the
present and the market because by doing so we might need to abandon the power of identity
politics, literary representation,12 and the security of the boy’s club and the nation. Maybe that is

12

I find it curious to note that if Lee Edelman’s arguments in favor of the present are sustained in the idea that
queerness undoes and can never define an identity, it can only disturb one by insisting on the ‘Real jouissance’ of
life (18, 25), the editorial success of El vampiro… depends on a fixed identity (so Edelman’s argument): the middle
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why El vampiro… ends with a dystopian scenario in which Adonis imagines being kidnapped by
aliens. I will grant that in the time that El vampiro… was written, building a strong and cohesive
community around our own history and culture was perhaps the only way to survive. But isn’t it
time to dare and dream beyond just surviving, beyond representation?
Blanco envisions something more radical. At the time that he wrote “Ojos que da pánico
soñar,” he already felt the presence of a new minority that could not be described by labels like
homosexual and heterosexual: “Nuestra disidencia acaso sea sólo un precursor de esa nueva
minoría, en la que deberíamos apresurarnos por participar. Homosexualidades,
heterosexualidades y otros membretes desaparecerán entonces. Recobraremos el sexo poliformo,
sin trabas ni mistificaciones: el fuego sagrado de Prometeo, la fuerza que permitirá—acaso—la
realización de la utopía” (262). What Blanco senses is ultimately what cuir/queer studies
propose: an unconventional way of relationality that cannot be reduced to subjectivities or in the
case of cuir, the market. However, we are already living in the future that Blanco felt and in our
present this future feels like a failure: dreaming still causes panic and the penis remains
(dysfunctionally) erect.
Once again I draw on quantitative strategies to show how male-authored texts are still
being privileged as the repositories of literary knowledge and cultural capital. In this case, menliterary critics are using texts written by men not only to create a cuir literary canon but also to
define what cuir Mexican cultural history looks like. If we look into the four major anthologies
of texts detailing gay desire, the numbers sadly are not that different from those of the
introduction:

class white gay. While Muñoz’s utopian discourse is based in the idea that queer people of color do not have the
privilege to renounce to the future, Blanco proposes a utopic future where identity politics will not matter.
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Table 2.2: Anthologies of Mexican gay literature in numbers
De amores marginales is the first anthology of its kind. After the prolonged silence
caused by the AIDS crisis, this book functioned as an act of resistance to the rise of
neoconservatism in the mid-nineteen nineties. As Mario Muñoz explains in the prologue,
everything suggested that “aquellos fantasmas que creíamos exorcizar” in the seventies were
back (20). Published both as a witness to and a catalyst for further debates, this anthology was a
product of the precarious conditions of the gay community after the AIDS crisis. It was necessary
to use identity to re-build gay literature. In my opinion, the gendered implications of the
processes of selection become even more problematic with the much-needed project of revisiting
and reediting De amores marginales (1996), an anthology that had long since been out of print.
This new and retitled edition, Amor que se atreve a decir su nombre (2014), not only reduces the
number of woman-authored texts but also promotes gay identity exclusively in terms of same-
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sex erotic practices, erasing the transvestite characters that appeared in the first edition.13 Finally,
the editors openly discuss the absence of lesbian literature as a result of self-censorship. In
regards to this, Muñoz y Gutiérrez explain that
[S]i las prácticas homosexuales continuaban suscitando reacciones encontradas a
mediados de la década de los noventa, con mayor razón el lesbianismo provocaba
el repudio de féminas y varones… De modo que para no entrar en conflicto con
los valores establecidos, la denominada “literatura femenina”, que en los años
ochenta empezó a convertirse en auténtico best-seller con las novelas Arráncame
la vida, de Angeles Mastretta, y Como agua para chocolate, de Laura Esquivel,
suprimía casi por completo del discurso literario la presencia de lesbianas. Desde
luego, con las excepciones de rigor como Amora, de Rosamaría Roffiel, e Infinita,
de Ethel Krauze. La omisión era consecuencia de la autocensura y ésta de la
coacción social. (10)
There is a lot to unpack from this passage—for example, how it is taken for granted that the socalled literatura femenina is responsible for the writing (and censorship!) of lesbian desire. This
is as absurd as arguing that the slow incorporation of gay literature into the canon is due, to offer
a random example, to the lack of the representation of gay desire in Rulfo’s work and therefore,
self-censorship. The editors are right in pointing out that lesbian literature has suffered greater

13

As a case in point, Ana Clavel’s short story changes from “Tu bella boca rojo carmesí” to “Su verdadero amor.”
When I noticed the decision to change Ana Clavel’s short story in the second edition I imagined that this change was
due to the quality of the literary text, but one could easily argue that both stories satisfactorily meet the demands of
the genre. What is different is the representation of gay identity. “Tu bella boca rojo carmesí” tells the story of
Carlos, who takes advantage of the absences of his mother and sisters to wear their clothes and go out to the streets
to be admired. It is important to clarify that the main axis to define gay identity in both anthologies is by considering
with whom one sleeps. It is not clear if Carlos likes other men or if he only enjoys dressing up as a woman. Unlike
Carlos, the characters in “Su amor verdadero” define not only their gay identity in relation to whom they have sex
with, but also their status as machos. The second story is in tune with the rest of the book.
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censorship than gay narratives due to greater social “repudiation” and sexist practices. The
interpretative strategies established by the boy’s club have, it is true, made us think that lesbian
narratives are an exception. But let me be clear: the erasure is not because women writers—
lesbians or not—have self-censored their own works. It is because of the heteropatriarchal
practices of canon formation.
The cases of Sol de mi antojo and La síntesis rara de un siglo loco are particularly
interesting because they are at odds with each other. As with De amores marginales, the selection
carried out by Víctor Manuel Mendiola represents the first of its kind. Moreover, Sol de mi
antojo might constitute the only example of an attempt to produce a cuir anthology—that is, one
without a fixed sexual identity. The poets selected are either known as part of the gay male canon
(Salvador Novo, Abigail Bohórquez) or do not easily fit into the gay label (Gerardo Deniz). But
also some poets are included who redefine the relationship between literature and the nation.
Horácio Costa (Brazil) and Luis Cernuda (Spain) are two of the anthologized poets that write
from the diaspora, challenging the notion of Mexican gay poetry. Sometimes the topic of
homosexuality is understood as same-sex erotic practices and relations while at other times as a
subjectivity that deviates from the heterosexual norm (“Andrógino” by Amado Nervo). In
relation to the topic that unites Sol de mi antojo, a commentary in the prologue attracts attention:
“Sé que desde una perspectiva más radical habría que haber tomado sólo aquellos textos
concentrados en el interés sexual por el mismo sexo, pero me ha parecido conveniente mostrar,
aunque sea mínimamente, otros aspectos que pueden ser soslayados en favor de una posición
militante” (22). Mendiola is referring here to the inclusion of poems where readers can perceive
“una sensibilidad otra”—one could argue a cuir sensibility—that it is not attached to sexuality
(i.e. Carlos Pellicer’s “Oda a Salavor Novo” or “Niní” by Guillermo Fernández). In this example,
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the idea of “radical” and “militant” perspectives is attached to a moment in time. If, for
Mendiola, a radical perspective means the sole inclusion of sexuality as a framing category to
explain non-normative lives, and choosing sexuality means embracing a more militant way of
doing cultural politics, I believe that his decision to not base his selection exclusively in samesex desire is more radical and opens up a gap in time to reframe things differently. What is cuir
about Sol de mi antojo is its refusal to understand that the radical component of cuiridad lies
exclusively in same-sex desire because these sexual practices simply fall outside the norm.
Because Sol de mi antojo takes a more cuir approach and presents itself as a gay
anthology of poetry without understanding gay identity as only same-sex desire, the inclusion of
lesbian desire and the occasional appearance of transvestites, androgynous and other sexual
dissidents, is not even questioned. However, if we momentarily go back to gender as a non-fluid
category, we can see that in Sol de mi antojo men-authors are still the ones in the privileged
position to determine what is cuir desire and cuir poetry. Men writers even determine lesbian
desire as Mendiola explains: “[e]s curioso observar que el primer poema lésbico de la poesía
mexicana fuera escrito por un poeta como Efrén Rebolledo y que uno de los últimos textos
lésbicos significativos haya sido compuesto por un escritor como Alberto Ruy Sánchez” (23).
Hopefully by now my reader can infer that the problem is not heterosexual or non-heterosexual
men writing about lesbian desire, but the systematic and deliberate effacement of womenauthored texts, whose voices suffer even more censorship and disavowal in the Mexican cultural
sphere.
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Finally, I chose La sístesis rara de un siglo loco14 as my second example of how a canon
of gay poetry is built because it is the most recently published anthology of homoerotic poetry.
Once again, this is not the space to make a detailed analysis of the cultural politics behind the
process of selection of Téllez-Pon because I do not want to make gay literature the focus point of
this section. Instead I point to two issues relevant to my discussion of heteropatriarchal literary
practices. After identifying Sor Juana as one of the pillars of homophiliation in Mexican
literature, homoerotic poetry of the twentieth and twenty-first centuries is then explained and
defined by fifty-seven texts written by men and the commentary done by Téllez-Pon. No other
women-authored texts or references are included. Besides this is not a typical anthology of
poetry: it is an essay published in the Fondo Cultural Tierra Adentro’s collection. More than a
poetry selection, and as the title suggests, this book is a synthesis and an annotated mapping of
the topic of homoerotic desire: “Como en el verso de Nervo, que tomo para el título general del
libro, estas páginas solo pretenden ser una síntesis de un tema raro—en el sentido queer del
término—dentro de la poesía mexicana a lo largo de un siglo lleno de “locas” (Téllez-Pon 13).
Once more, not including texts writing by women or texts about other types or erotic relations
beyond male homoerotic desire exemplify gendered canonical intentions or at least a sexist way
of historicizing a “rare topic” that nevertheless is define as “queer.” How is it that in 2017, the
year in which this anthology came out, a book with these characteristics can be published
without even an attempt to justify the blatant act of erasing women-authored texts and the

14

A shorter version of this book appeared in the form of an essay in the first edition of México se escribe con J,
which in the second edition, was replaced by “Digo lo que amo. El afecto diverso en nuestra poesía jota” by César
Cañedo. Sergio Téllez-Pon in La síntesis rara… explains the following: “Una versión muy editada de este ensayo
apareció en el libro colectivo México se escribe con Jota. Una historia de la cultura gay (Planeta, 2010). Esta es la
versión íntegra, es decir, enmienda las supresiones a las que se vio forzado el ensayo por absurdas razones de
edición y comercialización (que confirman las intenciones puramente mercantilistas que las transnacionales tienen
con respecto a los libros, pero también a la cerrazón e incomprensión de quien en ese momento fungía como editor)”
(13).
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inclusion of cuir voices beyond gay men? Sexist practices in literature are so common and go
unnoticed to the point of defining homoeroticism as a male practice and, therefore, the poetry
that deals with this topic can only be written by men. In a cultural environment such as this, any
type of cuir project needs to leave the penis temporarily behind.
If analysis of the beginnings of gay literature plus the anthologies show the gradual
inclusion of homoerotic desire by relying on identity and representational politics, before I
conclude this section, I want to briefly discuss how the intellectual production of a gay cultural
history also contributes to the problem that I am showing here. The two editions of México se
escribe con J by Michael K. Schuessler and Miguel Capistrán plus Schuessler’s essay entitled
“The Hidden Histories of Gender: LGBTQ Writers and Subjectivities in México” that appeared
in A History of Mexican Literature (2016), also organize cultural history through the lenses of
identity politics and privilege texts written by men.15 But what interests me about this work are
1) how knowledge is attached to material conditions of production (time and space); 2) the
justification given by the authors for erasing lesbian experience; 3) the idea of building a queer
national community, and 4) how these scholars use gender as a category of analysis that
obfuscates the theoretical differences between gender and sexuality. Put together, these aspects
offer a glimpse of how cuiridad in the production of literary texts as well as in their
historicization has been understood in homonormative ways and is dangerously leading the way
to homonationalistic constructions of canon and cuir culture.

15

Just to follow the methodological coherence of fun quantitative analysis, here are the always-illuminating
numbers of sexism. The first edition of Mexico se escribe con J compiles twenty-one essays, only one is written by a
woman—that is, 95.2% of the only published gay cultural history is done by men. The second edition gets even
better because of twenty-five essays two are not written by men (one is written by a woman, the other by a trans
woman)—that is, men write 92% of this re-edition.

97

In “Una macana de dos filos,” the text that functions as a prologue for both editions of
México se escribe con J, Schuessler explains,
La a primera vista censurable exclusión del universo femenino homosexual de
este volumen no se debe interpretar como producto de la ignorancia, ni mucho
menos del desprecio, respecto de las aportaciones a la cultural gay mexicana
brindadas por parte de la comunidad lésbica nacional. Mejor dicho, esta
excepción obedece al reconocimiento de que la suya es una historia que, por la
singularidad de este tema también universal, debe ser escrita—de modo
testimonial—por los miembros de su propia comunidad. Ojalá que este libro
constituya una sincera invitación al conglomerado homosexual femenino
mexicano—activistas, escritoras, artistas—a realizar un volumen que
complemente el nuestro, porque sólo así se puede tener una visión más
exhaustiva—si no completa—de la comunidad queer nacional. (36)
What is missing from Schussler’s rationale is an acknowledgement of the cultural power of the
boy’s club. Not only has the chosen methodological analysis and interpretation actively diluted
the voices of lesbian writers and cultural producers, but the recurrent sexist practices make it
almost impossible for women—even more if they do not enjoy the pleasures of the penis—to
take on the role of the gatekeepers of knowledge production. Given these conditions, one should
ask if an anthology of a lesbian cultural history is even possible.
Another urgent point is the problematic assumption that the cultural history of lesbians
should be written separately from that of gay men, especially when the LGBTTTI movement
was initiated by lesbians, gays, and other sexual dissidents. As a case in point, Luis González de
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Alba, Carlos Monsiváis and Nancy Cárdenas wrote Mexico’s first manifesto in defense of sexual
dissidents in 1975. I find it curious to note that while the first version of México… includes an
essay about Nancy Cárdenas called “Soy lesbian, soy hermosa. Nancy Cárdenas, guerrera del
teatro” by Braulio Peralta, this text did not make the cut for the re-edition. Without an
explanation of this decision, the reader could deduce that it is the result of the idea that lesbian
history should be its own thing and be told only by her own witnesses. Judging by the fact that
the only attempt to include lesbians in this anthology was done by a man, we should wonder
again if the intellectual sphere allows for the incorporation of women’s testimonies.
My point here is not to argue that gays should not be entitled to write their own particular
histories or that this type of approach is not productive. Strategic essentialism could be
productive under certain conditions and in fact this anthology has been productive, for example,
in showing homophobic practices inside the Mexican intellectual sphere. But arguing that
strategic essentialism favors lesbian history because it leaves the space open for lesbians to write
their own history without considering if there is a space to do so is problematic. Furthermore, I
want to hold them accountable for reproducing heteropatriarchal literature formations. Besides
the exclusion of lesbians, other sexual minorities like bisexuals, transvestites, transexuals, trans
and other sexual practices that deviate from the norm (BDSM communities) are excluded from
this history. Granted, the testimony of Alexandra Rodríguez de Ruíz, a trans-migrant woman, is
included in the new edition, but it presents itself as an almost fortuitous case, as a token
exception. It’s funny to notice that in “The Hidden Histories of Gender: LGBTQ Writers and
Subjectivities in México,” Schussler not only mentions other trans testimonies, but dedicates the
last pages to lesbian literature and “other lesser-known members of Mexico’s LGBTQ
community” (transgender, transsexual, transvestite, and bisexual communities) (362). Never does
99

he mention the alleged problems of combining their histories nor putting them at the end like an
after thought. If in the Mexican intellectual sphere sexist practices go more easily unnoticed, in
the U.S. academy—at least in relation to Mexican studies—ignoring other voices no matter the
rationale behind it, would at least appear suspicious. A LGBTTTI cultural history should be an
interdisciplinary and intersectional work of decolonizing and dismantling heteropatriarchal
structures in cuir knowledge production.
Also uncontested is the idea of building a national queer culture as the title clearly
indicates—writing Mexico from a gay perspective. After all, what could be a better way of
legitimizing gay culture than to insist on being seen as “normal” citizens and as part of the
nation? The problem arises when the attentive reader notices that writing Mexico in reality
means writing Mexico City, and a queer nation means a male gay urban metropolis. Besides, the
whole book frames cultural analysis in relation to LGBTTTI rights and the state. As queer
scholars have shown, this focus on rights and the state is how the gay movement becomes an
instrument of normalization and regulation (Michael Warner). The problem, always, is that
embracing the nation and the state as the standard place from which to locate cuiridad excludes
all of those who are traditionally outside the nation (women, undocumented immigrants,
indigenous populations, Afro-Mexicans) or stand further down the ladder of respectability (sex
workers, BDSM practitioners, non-monogamous communities, women who choose to have
abortions, etc.). To take for granted that cuir culture should be subsumed within the nation and
the state is to surrender the most important (if not the only) cultural capital of cuiridad—the
refusal to accept and obey the norm.
Lastly, “The Hidden Histories of Gender…” indirectly suggests an epistemological
problem that I believe permeates literary and cultural studies: gender and sexuality are often
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conflated and left without any theoretical power. Because of this, the attempts to theorize and
historicize gender and sexuality have been formulaic. Broadly speaking, gender is the social
construction of sex. A binary gender perspective assumes that only men and women exist, while
gender theorists as Judith Butler and Gayle Rubin demonstrate that this perspective obscures
gender fluidity and erases the existence of people who do not identify as men or women. It is
crucial to understand gender as an: “integral connection between two propositions: gender is a
constitutive element of social relationships based on perceived differences between the sexes,
and gender is a primary way of signifying relationships of power” (Scott 42). On the other hand,
sexuality refers to sexual orientation and practices as socially constructed, and it is also a way of
signifying relationships of power—for example, the terms in which heterosexuality is rendered
compulsory (Adrienne Rich) and how heteronormativity structures our lives. Gender and
sexuality are two categories that intersect with each other, but what happens in cultural projects
like the ones studied here is that they tend to untrouble gender—either by reinforcing the
binarisms or ignoring its analytic capacities—and sexuality becomes reduced to questions of
identity.
So far, I have been not engaged with gender fluidity—that is, I have given in to the fake
assumption that someone assigned female at birth will identify as a woman and vice versa—
because the Mexican canon relies on this binary gender perspective to keep the boy’s club
functioning. However, one of my larger goals in this project is to show how gender variance
disrupts the flows of power presumed by patriarchy in relations between men and women,
heterosexual and cuir people. In this regard, the title of “The Hidden Histories of Gender:
LGBTQ Writers and Subjectivities in México” is misleading. Schuessler addresses the history of
sexual dissidents, without employing gender as a category of analysis. Gender variance is not
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even discussed beyond a couple of trans examples nor is patriarchy considered seriously as
responsible for the erasure of other cuir voices. This is a history of sexuality—mainly, of men
sleeping with other men. Indeed, the histories of gender are hidden.
Against this depressing panorama, the remaining question is then how to start dreaming
of better ways of building a cuir canon. First, it is necessary to proclaim the “end” of the socalled gay literature. As Butler remarks, “the question is not one of avowing or disavowing the
category of lesbian or gay, but rather why it is that the category becomes the site of this “ethical”
choice?” (“Imitation and Gender Insubordination” 16). If we are attentive to sexuality and gender
as ways of signifying power relations, then the refusal to build a canon exclusively from the
experiences of gay men becomes a cuir decision. The structuring model that I propose is one that
aims to deconstruct patriarchal and heteronormative assumptions while also deconstructing the
very logic of identity itself—that is, “all (of one’s) identities (not just gender and sexual) must be
constantly troubled, leading to an impossible transcendent subject who is always already
conscious of the normativizing forces of power” (Puar, Terrorist Assemblages 24). To do this, I
propose to view the canon as being always in drag—without a proper gender—perpetually in the
process of becoming something else.16 Instead of perceiving a cuir canon in terms of identity, I
argue for an affective way of building and doing literary analysis.
In order to build an affective cuir canon, we should attend to how literature is affected by
various interacting forces that end up producing the capacity to act on canon formation. I propose
a lesbian method of cuir literary critique as a way of interpreting so-called lesbian literature in
16

Following Judith Butler, “Drag is not the putting on of a gender that belongs properly to some other group, i.e. an
act of expropriation or appropriation that assumes that gender is the right property of sex, that “masculine” belongs
to “male” and “feminine” belongs to “female”. There is no “proper” gender, a gender proper to one sex rather than
another, which is in some sense that sex’s cultural property (“Imitation and Gender…” 21). If this chapter gives the
impression of having a proper gender, this is just a temporal political decision. I include an appendix that builds a
cuir archive in drag—that is, one with no proper gender.
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terms of affect. For example, in the case of Amora, I pay attention to several forces of encounter
that have altered the process of writing and the reception of this book, such as book reviews,
censorship, feminist movements or Roffiel’s work at a rape crisis center, to recognize that these
forces produce feelings. As Ahmed explains, “feelings are how objects create impressions in
shared spaces of dwelling” (The Promise of Happiness 14), I read the impressions created by
lesbian literature as snaps—that is, as objects of feeling that have been affected by power
structures such as heteropatriarchy—that have the capacity to affect the way we understand
canon formation and cuir temporality. What its promising about affect is that there is no ultimate
or final guarantee because it is always already shifting. Affect does not automatically provide a
better future—it does not engender a progressive form of thinking. I argue that affect offers a
neutral horizon that has the capacity to alter the way we perceive cuir temporality. Besides
guaranteeing that the cuir canon works as a temporary arrangement (the chapters of this project
build a temporary canon that gets dismantled at the end), the neutrality of affect prevents us from
subscribing literary and cultural production into narratives of the future or the present. What
matters is duration and frequency.
2.2 The Unthinkable Lesbian Method of Cuir Literary Critique
By now it should be clear that we need to stop debating literature in terms of (white) male
genitalia. Quantitative strategies of inclusion have never been enough. After forty years of trying
to dismantle sexist practices in the intellectual sphere, it is also not enough to try and make sense
of women-authored texts following rubrics created by men. The singular rhetoric of the
intellectual, the nation, and even the canon as it has been conceived up to the present moment
must not be our interpretative lens if we want an opportunity to do things differently. Cuir/queer
theory brings to the table the possibility of going against the norm, and this includes the
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normative ways in which literature is perceived. A cuir literary critique is not necessarily about
cuir people, but about making literary criticism cuir. The unthinkable lesbian method of cuir
critique presents itself as one interpretative methodology that goes against the normative reading
strategies presented before. The adjective unthinkable17 signals a way of expressing the
conundrum of my method: one without a proper subject that at the same time reclaims
lesbianism as the space to build this type of literary criticism. Unthinkable is also a way of
accepting and acknowledging that the feminist/cuir endeavor proposed here may not ever result
in change—that heteropatriarchal structures might never be shaken.
Since I am interested in a book’s potential to affect and be affected—the response the
object provokes—I trace snap moments and negative affects scattered through time that have the
potential to reorient us to a better way of doing literary criticism. These snaps and affects
manifest through genre, aesthetic choices, book reviews, material conditions of production,
political affiliations, cuir complicities (or feminist winks), tantrums, and even frivolous things
like names—all lesbian characters in my corpus are called Guadalupe, like the Catholic virginal
mother and nationalist icon—that can point towards feminist/cuir killjoy moments. Thus, this
method is not about reproducing the “academic compulsion towards disciplinary coherence”
(Halberstam, Female Masculinity 13). It is the alternative of using different methods, often cast
as being at odds with each other, to affect and be affected. Put simply, instead of paying attention

17

I take the idea of “unthinkable” from Lisa Marie Cacho’s ideas on social death and racial realism. While Cacho
pays attention to permanently criminalized people and how to be ineligible for personhood is a form of social death
(6), I find her process of stepping beyond what is possible productive. Cacho argues, “In the space of social death,
empowerment is not contingent on taking power or securing small victories. Empowering comes from deciding that
the outcome of struggles doesn’t’ matter as much as the decision to struggle, Deciding to struggle against all odds
armed only with fingers crossed on both hands is both an unusual political strategy and a well-informed
worldview…is a form of unthinkable politics because it proposes that we begin battle we’ve already lost, that we
acknowledge and accept tat everything we do may not ever result in social change” (32).
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to the intellectual figure of the author, let us embrace feminist cuir killjoys as the new producers
of knowledge. Let’s replace nation-building narratives with how a book snaps at
heteropatriarchal formations.
Inasmuch as gender and sexuality studies are always “busted” in the eyes of the boy’s
club, my cuir literary critique is also about cuir women. Choosing to posit women as the
epistemic subject of cuir studies is a political statement—a manifesto of my personal fatigue with
‘cuir dick’ interventions. So-called lesbian literature deserves scholarly attention, and female
cuiridad has yet to be the site of cuir practice and theorization. Furthermore, if after the identity
crisis, queer theory has been more about delineating non-normative politics than erotic
tendencies, in cuir theory both have been operating simultaneously. In places such as Mexico,
where Catholicism still dominates both public and private discourses of sex, cuir theory needs to
remain invested in erotic and sexual practices. However, cuir moves away from mainstream
understandings of erotic relations in terms of same-sex desire to recognize pleasurable intimacies
that are not attached to cuir bodies or subjectivities as I read throughout these novels. At the
same time, they are attached to lesbians, ergo, an unthinkable method.
A lesbian methodology is necessary. Since cuiridad is an unconventional reassessment of
knowledge, my entry point to conceptualize cuiridad in relation to a place such as Mexico are the
texts studied—that is, to reconstruct a cuir canon retrospectively from the conceptualization
process: the corpus builds concepts and the concepts build the corpus. Ultimately, the so-called
lesbian literature published in Mexico reveals an analytic malfunction that I find productive in
establishing this unthinkable method. The Guadalupe from Amora is a lesbian because of her
political convictions. Her sexual preference is one example of penis snapping. To be clear,
Guadalupe is not heterosexual; she is a bisexual character that chooses to only have intimacy
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(erotic or not) with other women because she cannot tolerate men. Guadalupe from La reinita
pop no ha muerto is a “bipolar” butch lesbian that laughs at her own normative lesbianism. Both
novels present lesbianism as always troubled—both in terms of gender and sexuality—, as a
fictional-temporal label that works to snap at heteropatriarchal formations.
A lesbian method of cuir literary critique, in sum, constitutes an integral connection
between three propositions: a) cuir is a site of subjectless collective contestation but attentive to
gender and sexuality (and also not limited by these two categories); b) cuir is a primary way of
signifying relationships of power; and finally, c) cuir presents itself as a reassessment of
knowledge, in this case, literary—for example, a new way of understanding canon formation.
Echoing Joan Scott’s ideas of gender as a useful category of historical analysis, cuir as a useful
category of cultural analysis should be attentive to gender and sexuality without reinstalling (and
without trivializing) identity politics, be attentive to heteropatriarchal and colonial implications
but also take a shot at reshaping the analysis of culture itself. Finally, a lesbian method of cuir
critique also insists on not defining itself—it is an epistemology of un-tenability. However, it is
not a free-fall method nor epistemological chaos. The lesbian method of cuir critique is used and
contextualized by its own objects of study and the sum of its uses, variations and contradictions
serves as a working definition. Failing to connect these three propositions or insisting on
normative definitions will mean taking an approach that becomes either descriptive or causal
without the analytical value to generate change (i.e. La síntesis rara de un siglo loco). We can no
longer afford these types of approaches.
Since Amora is the first lesbian bisexual novel published in Mexico—or one might say,
the first cuir female narrative—and La reinita pop… is, to my knowledge, the latest one, they
allow us to feel cuiridad as a temporal impasse attached to failure and negativity. Because female
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cuiridad is seen as failing the expectations of the literary boys’ club, understanding cuir
temporality as chronological time makes no sense. When the future has been denied to female
cuir people for so long or when time presents itself as an impasse because little has changed—
lesbian literature was and remains in oblivion—feeling time outside the logic of the present and
the future thus becomes a cuir task.
2.3 Snap One. The Failure of Amora: The Castration Universe of Unacceptable Bisexuals
Lesbians
Amora is a love story between Lupe, a feminist lesbian character by choice that works in
a rape center, and an educated petit bourgeois buga named Claudia. Published ten years after El
vampiro de la colonia Roma, this book has the honor of being the first novel that delves into
lesbian existence and explores a wide range of woman-identified experiences: bugas (a term that
cuir people use to refer to heterosexual people),18 bicicletas (bisexuals), and tortilleras (‘butch’
lesbians), joined sexual assault survivors and wives tired of compulsory heterosexuality to form a
cuir women’s community to try to make sense of what it means to be a cuir feminist in the
seventies and eighties, around the same time as the beginning of the feminist and the gay
liberation movements in Mexico. I am interested in how Amora has been perceived by literary
criticism as a failed fiction without too much value beyond the ‘fluke’ of being the first openly
feminist and lesbian bisexual novel written in Mexico. I call Amora a lesbian bisexual novel to
make visible Lupe’s bisexuality but I also strikethrough the word to signal Lupe’s political
decision of not having intimate relations with men, as I will explain later. Amora made literary
critics uncomfortable while simultaneously building a strong community of cuir readers. This
18

In Amora, the term buga is defined as women that appear to only have sex with men: “Mujer que, en apariencia,
se relaciona sexualmente sólo con hombres” (15). In the novel, as a political positionality, every human being has
the potential to embrace bisexuality.
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tension is worth exploring because what on the surface seems to be aesthetic failure is what
makes Amora a good case study to test other forms of interpretation that can help us re-shape the
canon.
What do I mean when I talk about Amora as a failed fiction? What does it mean to
practice failure as a way living? Following Jack Halberstam in The Queer Art of Failure, I
explore how failure can propose a different way of building the canon but also how the affective
modes that have been associated with failure can illuminate an alternative way of knowing,
being, and more specifically, of feeling time. For Halberstam, practices of failure are not “unduly
optimistic, but nor are they mired in nihilistic critical dead ends” (24). If we pay attention to the
implicit affective modes of Amora—Lupe’s extreme passivity, the ugly feelings that surround the
women who work at the rape center, the uncomfortable emotions that the novel provokes—they
reveal this in-between space that simultaneously challenges utopic discourses and the “death
end” of the rhetoric of the present. Amora fails to subscribe to ideas of literary modernity and
rejects progressive LGBTTTI politics. In consequence, Amora has fallen through the cracks of
literary history into almost oblivion. Even the type of feminism that the text professes feels
anachronistic. Even though, ascribing a new vitality to the novel could rescue the book from its
obscurity, I am not trying to recover Amora from this obscurity but to see the value in failure as a
new vitality: what happens when we see failure as a temporal arrangement?
First of all, the idea of understanding Amora as a failed text comes from literary criticism
itself. In the book reviews of the time, I perceive a general consensus that the novel needs work:
characters with little psychological depth, formal carelessness and excessive clichés seem to be
the most popular issues. Claudia Schaefer-Rodríguez analyzes two reviews and concludes that
the reviewers “judge Roffiel’s first attempt at a novel a failure, owing to her taking too many
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‘liberties’ …with structure and style” (“Roffiel, RosaMaría” 384). However, one must notice that
most critics have mixed feelings. Pablo Salvador Martínez builds his review on the idea of
“atracción fatal” by pointing that it is necessary to divorce his negative criticism from his
admitted enjoyment of the book. On the other hand, Ignacio Trejo Fuentes’s first reading of
Amora in combination with his later articles, gives me a hint about how failure is attached to
temporality because his opinions of the novel change over time, becoming more positive at a
moment when gender studies had already proposed some interpretative strategies. As a case in
point, in his book review published in 1989 in the newspaper Unomásuno,19 Trejo Fuentes sees
Amora as a pamphlet without any literary essence (Olivera Córdova 130). In an article published
twelve years later, however, he says “[Amora] es una obra bien hecha, a secas, decorosa, llevada
con amenidad, con un ritmo cercano a lo periodístico, y por eso se lee con agrado” (187). Finally,
for Antonio Marquet Amora is simultaneously “un relato provocador y letargosamente
convencional” (229). What I want to point out is that these men reviewers simultaneously feel
repudiation and attraction towards this novel. But while they can explain why the novels fails, it
is impossible for them to pin down their attraction in ‘rational’ terms.
Two feminist reviews help clarify the positive aspects of the novel—one published
anonymously by the revista Fem20 and the second one by Letras femeninas and written by Elena
M. Martínez. While Martínez does not give a value judgment, the anonymous reviewer
recognizes the problems of Roffiel’s narrative while also claiming that because it is the first
19

In an interview, Roffiel mentions that “Paradójicamente, los periódicos supuestamente más liberales y
progresistas (La Jornada y Uno Más Uno) le hicieron reseñas poco favorables. Algunos críticos trataron la novela
como un “mero panfleto feminista.” Por otro lado, la mayoría de los periódicos y revistas en la ciudad publicaron
reseñas muy positivas” (in Martínez 180). Progressive journals still reproduce sexist practices.
20
With its first issue published in October-December of 1976, Fem became the most important openly feminist
magazine in Mexico. The initial editorial board was formed by ten women: Alaíde Foppa, Margarita García Flores,
Elena Poniatowska, Marta Lamas, Carmen Lugo, Lourdes Arizpe, Alba Guzmán, Elena Urrutia, Margarita Peña, and
Beth Miller. Basically, every single woman writer that had feminist affinities published in this magazine, including
Rosamaría Roffiel. See more about the history of Fem in Fem: 10 años de periodismo feminista.
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feminist-lesbian novel published in Mexico, it deserves attention. For both reviewers, part of the
attraction lays in how Roffiel complicates the meaning of feminism and lesbianism to avoid
essentializing views. However, Marquet differs and explains:
Amora es una novela con propósitos de denuncia social, con un deseo de mostrar
que las lesbianas también “comen tacos.”4 Sin embargo es una obra de la que es
evidente la ausencia de motivaciones literarias, de una voluntad de estilo, lo cual
no deja de lamentar el lector. Esta novela-testimonio, por ejemplo, hubiera ganado
mucho como novela corta. Extirpando divagaciones y algunos capítulos, sus
propósitos originales tendrían mayor fuerza. Después de todo, no es gratuito que
esta novela haya ocupado el tercer lugar en ventas el año pasado (sólo superada
por El general en su laberinto y Como agua para chocolate). (232)
Perhaps it is ironic to note that “censorship”’ would improve the novel, especially after, as I
explained in the previous section, men critics have denounced that the absence of lesbian
literature is the result of the self-censorship of women writers themselves. It is also ironic that
Amora enjoyed a commercial success comparable to that of Gabriel García Márquez and Laura
Esquivel, which motivated a prompt second reprint, only to be kept in storage rooms (Olivera
Córdova 109).21 Perhaps another case of censorship?
I incorporate this long quote not for the sake of irony but because it supports Bowskill’s
and Hind’s arguments about literary critics who do not have the skills to recognize literature that
does not follow the national-macho recipe. The footnote referenced in the quote says: “Es de

21

After this, the manuscript circulated in photocopies around the LGBTTTI community, who began to see the book
as a rite of passage. By the end of the nineties, smaller and independent publishing houses such as Editorial Pax and
Hoja Casa editorial reprint Amora in 1999, and the Spanish publishing house horas y HORAS in 1997.
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toda evidencia un acto fallido el que comete la narradora al utilizar esto como argumento de que
la vida cotidiana de la lesbiana poco difiere de la vida de muchos heterosexuales. En efecto esta
afirmación que activa la imagen de la vagina dentada—siendo el taco símbolo del pene—, nos
lleva al universo de la castración…” (232). If I follow Marquet correctly, the expression “comen
tacos” offers solid evidence of the failure of Amora. This failure is attached to the idea that the
representation of lesbians as people who are not that different from heterosexuals is a wrong
move because this means that they like to ‘snap penises’ and therefore, the narrator automatically
takes us to a “universe of castration.” Since I am not sure what Marquet means by “universe of
castration,” one can only speculate about the logic behind this phrase. But it is not unreasonable
to say that Marquet’s interpretation of the novel gestures toward good doses of sexism and some
bi-phobia attitudes.
The word “tacos” appears in Amora two times. Firts, when the narrator explains that for
many people “feminista es sinónimo de lesbiana” and continues: “Y sí, algunas feministas somos
lesbianas, o sea, somos mujeres que amamos a otras mujeres, o sea que en realidad también
somos personas, uno de los dos géneros que conforman la humanidad, y miren, ¡qué casualidad!,
nacemos, crecemos, nos reproducimos y morimos… igualito que el resto de la raza humana; nos
gustan los helados y los tacos” (44). Looking beyond phallic imagery, the word “tacos” refers
here to a type of food and not to male genitalia. The second time is when Lupe invites Claudia to
eat tacos orientales: “Justo en la esquina con Michoacán sentimos hambre. —Te propongo unos
tacos orientales—le digo. —¿Cómo son ésos? —De carne estilo oriental y con tortilla árabe”
(75). As far as I am aware, taco here does not mean penis—it means pork tacos. Bottom line, I
could not find the alleged sexual implication that Marquet points out (perhaps it is because of my
penis lack that I fail to see the powers of the synecdoche). If we remove the penis obsession and
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the “universe of castration,” what I read in Marquet’s complaints is that he does not deem the
image of the lesbian the narrator presents acceptable. For Marquet, Amora could be a successful
fiction if the narrator had chosen to represent lesbians according to heteropatriarchal norms. This
attitude reveals how literary critics failed to understand the cuir and feminist novelties of the
book. I argue that one of the novel aspects of the book is that the text offers a collective
challenge to a single image of a monolithic cuir woman: every character in Amora has a different
view of lesbianism and feminism.
Before moving to Rosamaría Roffiel’s ideas of the canon, I question whether Amora is a
lesbian novel or not. I take for granted the following statement: Amora is the first lesbian novel
because a lesbian writer writes it and the main character calls herself a lesbian. At least this is
how all scholars have interpreted the novel (María Elena Olivera Córdova, Claudia SchaeferRodríguez, Cynthia Duncan, Bladimir Ruiz). The problem is that no one mentions, as Marquet’s
bi-phobic comment implies, that there is an explicit desire throughout the text to show
bisexuality in relation to lesbianism. Why has nobody ever mentioned that Lupe enjoys having
sex with men but chooses not to do so in response to patriarchal and sexist practices, and the
sexual violence that men continue to reproduce and perpetrate in women’s bodies (Lupe and her
circle of friends work at a rape crisis center)? The answer lies somewhere in between the ideas of
the ‘universe of castration’ and the ‘acceptable lesbian.’
The reader of Amora repeatedly finds Lupe’s statements such as “seguiré abierta a una
relación heterosexual hasta el último de mis días” (99). Or “[Claudia says] Tienes razón, Amor,
la humanidad avanza hacia la bisexualidad. (La humanidad no sé. Yo ya llegué hace rato.)”
(165). Nonetheless, she continually refers to herself as a lesbian: “—¿Por qué te refieres a ti [sic]
misma como lesbiana si también tienes relaciones amorosas con hombres? —Es una forma de
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militar” (111)—Lupe answers. Erasing bisexuality serves to make Lupe a more acceptable
lesbian—that is, a “normal lesbian” character that likes having sex with women simply because
of sexual preference—but also guarantees that the novel will not be read as a snap to the penis.
Once again, I am interested in the affective potential of books. In this case, reading Amora as a
lesbian bisexual novel is my own political act, a feminist killjoy moment that seeks to show the
complexity of Roffiel’s ideas, and also how scholars tend to normatize their interpretations to
protect the penis. If Amora has been denied a place in the history of literature—one that goes
beyond the ‘fluke’ of being the first of its kind—due to not portraying a proper lesbian, I believe
this same reason is why Amora forces scholars to rethink (cuir) canon formation: Amora is a cuir
fiction not because of the identity of the character (or that of the writer), but for how it shakes
conventional forms of relationality. Canon building should be attentive to these forces of
encounter.
In the end, this question of canon formation is why literary critics were so uncomfortable
with the book. According to Rachel Greenwald Smith, aesthetic encounters produce sensory
excitement, our physical registration of that sensory change is affect, and our processing of that
affect into recognizable psychological categories is emotion (68). If affective experiences do not
translate easily onto an existing “emotional map,” then the affective experiences can “indicate a
possibility for change” instead of fixing affective relations (68). To pay attention to affect in
aesthetic encounters—an assemblage that points to a complicated entanglement that cannot be
easily translated into issues of representation, modernity, and the nation—is one possible road for
a cuir canon formation. Amora makes us feel uneasy, an emotion that is hard to pin down. It
could mean feeling slight pain or physical discomfort, feeling restless or troubled. Because we
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cannot translate this emotion into established literary measures it presents itself as an opportunity
for change.
Amora represents Roffiel’s own snap to the canon. In 1986 at the Jornadas Culturales
Gay of the Museo del Chopo, Roffiel reads a conference paper entitled, “¿Existe o no la
literatura gay?” that was later published by Fem. Instead of responding to the question that the
title posits,22 Roffiel discusses the importance of having gay people produce good literature. In
particular, she explains that her experience with lesbian canonical pieces have been
“desagradable” since these texts always present a bleak picture or no future for the lesbian body.
As a case in point, Roffiel mentions Figura de paja by Juan García Ponce, where the main
character, Leonor, commits suicide.23 Later on and after publishing Amora, Roffiel reads a
conference paper in the I Encuentro de Escritoras Mexicanas in 1995 called “¿Existe la literatura
lésbica mexicana?,” where again she puts in doubt this label only to conclude that no matter what
the definition is—“¿La que habla de lesbianas aunque las autoras o los autores sean
completamente heterosexuales (si es que tal cosa existe), o bien la escrita por lesbianas aunque
sus textos no toquen el tema lésbico?” (43)—Mexican lesbian literature is almost non-existent.
Amora is the result of these two snaps: literature needs to represent lesbians in a better way and
Mexican literature should have lesbian literature.
My reading of Amora also points towards another more subtle snap: Roffiel’s fiction is
everything that El vampiro de la colonia Roma is not. It is not an experimental novel. It is not a

22

Like myself, Roffiel believes that discussing if gay literature exists or not is an idle debate. She says: “Existe o no
la literatura gay? ¿Es literatura gay la que trata temas homosexuales, o la que escriben los homosexuales aunque
trate de bugas? Las preguntas me son familiares. Ya antes quisieron saber: ¿Existe o no la literatura femenina? ¿Y la
feminista? Mi respuesta sigue siendo la misma: en mi opinión, sólo hay buena o mala literatura. Tengo la impresión
de que eso de “literatura gay” es un intento más por etiquetarnos, a nosotros ya de por sí tan señaladitos” (40).
23
Her other examples are those of the so-called world literature: The Well of Loneliness by Radclyffe Hall, a film
adaptation of The Fox by D.H. Lawrence, and The Killing of Sister George by Frank Marcus, among others.
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text that dialogues with the history of literature. It is not a text that seeks to build a nationalmodern gay literature. It is not a text where cuir pleasure can be marketable. On the contrary,
Roffiel refuses to tell the readers everything that they may want to know—something that El
vampiro… does by answering all the questions that the invisible reporter asks. Amora privileges
a feminist-lesbian reading—that is, one directed toward those with “inside information” (Duncan
81) or with a cuir sensitivity. By framing the narrative as an educational feminist testimony, it
also invites ‘outside’ readers to discover a non-normative world not by seducing them with erotic
practices but through provoking an affective disorientation like the one represented by literary
critics and that forces them to question the norm. As I showed before, this can produce such
disorientation that the readers believe the novel to be a failure because the narrative prevents any
possibility of occupying a more traditional voyeuristic role—erotic intimacies are never on
display. As El vampiro… shows, this role was the price sexual dissident literature had to pay
according to the norms set by the market and the boys’ club.
This disorientation puts a stop to jouissance as the central axis for understanding
cuiridad. Instead of following the neoliberal discourse that El vampiro… follows, Roffiel rejects
any type of social contract, temporary or not, between capitalism and cuiridad. All the main
characters, with the exception of Claudia, work at non-profit organizations. They survive through
informal commerce—outside the logic of capitalism—and they create feminist-cuir intimacies
that help them survive the rapid economic changes of the eighties: Lupe, Mariana and Citlali
share an apartment because it is the only way to afford a cuir life; they form a non-traditional
family that supports each other economically, politically, and emotionally. Finally, Amora
reminds us that to give into pleasure is a male privilege. Lesbians cannot embrace pleasure
without running the risk of becoming a fetishistic object to the male gaze. Moreover, for women
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living within rape culture, there is always the fight to reclaim your own pleasure. In Amora,
erotic pleasures are hidden, only accessible for cuir women who posses the language that
communicates cuir female pleasure.
The characters in Amora cannot access the present through jouissance. Since they cannot
access this unit of time, there is a temporal disorientation of the story itself. The structure of
Amora follows a conventional linearity that corresponds to the love story between Lupe and
Claudia. However, there are few temporal marks to guide the reader. For example, we never
know when the love story starts or how much time has passed. In fact, we only know in what
year the narrative ends—in 1983, which is at the beginning of the government of Miguel de la
Madrid, the first president to implement neoliberal economic reforms in Mexico and who is
remembered for the “renovación moral de la sociedad.”24 I read the decision to end the narrative
with a fixed date, a decision that contrasts with the rest of the story, as a way to manifest the
uncertainty of a possible cuir future. In a space marked by coloniality, the triumphal entry of
neoliberalism into Mexico steals any possibility of futurity. Simply put, Amora serves as an
invitation to re-think the temporality of cuiridad neither as present nor as future.
Instead, what Amora suggests is a way of feeling time through rhythm and pace. The love
story is combined with the history of lesbian-feminist movements, a duality that creates a double
temporality in the narration. If the love story follows the regular sequence of events—the lovers
meet for the first time, fall in love, fight and then get back together—which lasts about a year;
the second one has its own pace. Since there are few temporal markers, the reader can only infer
that everything might be happening at the same time. As a case in point, several undated events
24

Although this moral revolution was more about fighting the corruption of the state, it was also about sexual
repression. For example, Olivera Córdova remembers how some status from the street Miguel Angel de Quevedo
was removed for being ‘inmoral’ (115).

116

in Amora call my attention: Gay pride marches, meetings in the house of Marta Lamas, the
Grupo de Ayuda a Personas Violadas (GRAPAV), the possible invasion of Nicaragua by the
United States, the workers strike of the refresquera de Pascual, and the Elvira Luz Cruz filicide
case.25 Together, these events point towards a period that spans roughly from 1975 to 1982 (see
timeline); but what I propose is that the narrative pace disorients the reader to the point of having
the feeling that everything happens simultaneously. Instead of following a progressive timeline,
this pace allow us to feel how different categories of power—sexuality, gender, class, and race—
constitute an assemblage of the experience of coloniality and the necessities of capitalism,
demystifying Western notions of time.26 If we are aware of these issues, cuir temporality emerges
as a term for specific models of temporality that emerge in spaces of coloniality once one leaves
the temporal frames of masculinist-western time. Instead of measuring time, Amora makes the
reader feel time.

Table 2.3: Amora’s
timeline

25

This case angered several feminist groups, who found Cruz’s imprisonment for the crime of filicide unjust. Elvira
Luz, a 26 year old poor indigenous single mother, decided to murder her four children after listening to them
constantly cry of hunger. After killing her children, she tried to commit suicide. The press, as well as the state,
judges the woman very harshly and without considering intersecting oppressions.
26
Decolonial studies has a tradition of demystifying European notions of time. At the same time, these studies
position Latin America as a site where multiple conceptions of time intersect, especially in non-linear ways. As an
example, Aníbal Quijano explains that modernity is born with the fusing of experiences of colonialism and
coloniality with the necessities of capitalism, which creates intersubjective relations of domination under a eurocentered hegemony (“Colonialidad del poder y clasificación social” 343). On the other hand, María Lugones
explains that Europe was “mythologically understood to predate this pattern of power as a world capitalist center
that colonized the rest of the world and, as such, the most advanced moments in the linear unidirectional, continuous
path of the species” (“Heterosexualism and the Colonial…,” 192). In this evolutionary conception of time, Latin
America is viewed as primitive—that is, “to be mythically conceived not as dominated through conquest, nor as
inferior in terms of wealth or political power, but as an anterior stage in the history of the species” (Lugones,
“Heterosexualism and the Colonial…” 192).

117

One can argue that this temporal disorientation presents further proof of the aesthetic
failure of Amora. As the writing dates of the book itself show, Roffiel started writing in the fall
of 1983, then she continued writing in Spring of 1989, ending in the summer of the same year:
“Comencé a escribir Amora en 1983 como ejercicio catártico para liberarme de una relación
amorosa que había terminado dolorosamente. Abandoné el manuscrito durante cinco años. Lo
retomé en 1988 y lo concluí en menos de un año” (Roffiel in Martínez 180). Perhaps the
disorientation is the result of the material conditions of production themselves, an oversight
produced by the out of phase temporality of the writing process itself.
Amora ends with a summary of the current events in Lupe’s life. After breaking up with
Claudia due to her heterosexual preferences, they get back together. The last sentence reads “No
me molesten. Estoy dispuesta a disfrutarlo mientras dure. Después, seguramente, vendrán otras
sorpresas. ¡Ay, Santa Franca Basaglia! ¿Se puede ser tan feliz sin sentirse siquiera un poquito
culpable?” (215). Lupe does not care if the relationship has a future or not, she wants to enjoy the
duration of the moment. By asking if it is possible to feel happiness without guilt and by
invoking the ‘trans’ version of Franco Basaglia, the famous Italian psychiatrist who proposed
dismantling psychiatric hospitals, Lupe suggest that as a lesbian woman she cannot surrender
herself to the joy of the present nor to hope for the future. For Lupe, time will always remain
troubled.
2.4 Snap Two. The Unfulfilled Promise of Monterrey se Escribe con M de Machorra:
Negative Affects and the Intimacies of Failed Time
La reinita pop no ha muerto is a story that does not go anywhere. This Lupe is a
machorra character that moves back and forward from Monterrey to Houston in a never-ending
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hunt for a stable income. It is also something of a love story between Lupe and her boss Inés, a
Chilean immigrant obsessed with Hispanic art. It is a narrative about plagiarism—Lupe ends up
being a successful rap singer who passes into ignominy when she ‘steals’ a song written by
Eminem. It is also a story about Monterrey as a “machorra closetera” (11). These stories that are
interwoven into a short novel plus a soundtrack do not move forward nor give us any reward at
the end. In fact, this fiction ends again with the unfulfilled promise of writing the story of a
Hispanic or Mexican (whatever) lesbian that dwells in Houston/Monterrey titled, “no es otra
tonta historia sobre lesbianas infieles bipolares” (80). La reinita pop no ha muerto interests me
because of this lack of progression. Throughout my reading of La reinita pop… I propose that
Santos Guevara’s narrative generates negative affects as a central aspect of its project to function
as a site of critique of normative values and domains of power. I am especially interested in
Santos Guevara’s critique of queerness, and what I interpret as a critique of canon formation—
Lupe’s need to write the history of lesbianism, to re-imagine Monterrey as a lesbian space, and
her constant complaint about how Mexican literature still owes her a good lesbian character.
Lastly, and since Lupe always complains about not having time, I explore the link between
negative affects and cuir temporality to show the intimacies of what I call failed time.
La reinita pop… is an example of what Ellen E. Berry calls a negative aesthetic text. In
Women’s Experimental Writing: Negative Aesthetics and Feminist Critique, Berry proposes an
aesthetic of negation, in opposition to a poetics of liberation, where the style supports “antisocial
forms of radical refusal” (1)—that is, a style that combines extreme content (emphasis on bizarre
or violent situations especially in relation to the female body, anarchistic and apocalyptic visions,
traumatic or pathological nature of human relations within heteropatriarchy) with formal
strategies that produce fragmentation and emphasize texts as highly self-conscious and
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theoretically aware (2). La reinita pop… falls into this category because it is the story of a
pathological lesbian ‘love’ relation that follows all the mainstream heteropatriarchal clichés
(obsession, infidelity, harassment, etc.) with a non-linear narration that prevents the reader from
doing a summary of the book. It is not easy to explain what the book is about. Unlike Amora,
Santos Guevara’s fiction does not promote reader identification—another characteristic of
negative aesthetics—because it does not “propose new images of minoritized subjects or the
quest for liberation” (Berry 5). Refusing a new image of lesbians is an example that reveals the
theoretical awareness of the text at least in relation to the limits of identity politics and queer as a
subjectless theory.27
The book intentionally fails to transmit a full-fledged counter story or elaborate any type
of agenda for the future by refusing to sustain notions of the normal that in turn replicate a logic
of reproductive temporality. Throughout the book, Lupe mocks narratives of progress infused
with heteropatriarchal capitalism and colonialism without pretending that she is not also part of
these problematic structures. On one occasion Lupe accepts a job teaching English in rural public
schools, summarizes it as “Nos metimos a colonizar a niños en zonas marginadas” (51), pointing
towards the illogical discourse of progress—in this case, speaking English—in spaces marked by
coloniality and structural inequalities where the classrooms are housed in trailers since these
schools do not even have basic building infrastructure. Lupe’s pessimistic and cynical attitude
creates a negative affect that is “understood as a force of disruption and an absent remainder that
haunts texts and marks the limits of all affirmative discourses” (Berry 149). Lupe refuses to
transmit a logic of successful progression into adulthood by imagining her life outside the

27

One possible reading of La reinita… is to interpret the text as an essay on how to move away from the paradox of
identity discourses in a decolonial feminist way. I have explored this reading in a book chapter title “Una feminazi,
una teibolera y una lesbiana: acercamientos al feminismo en la literatura mexicana actual.”
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common markers of life experience: birth, marriage, work, reproduction, and death. The only
marker mentioned is her birth but Lupe claims that she tries to avoid it by returning to her
mother’s womb (10). Lupe’s character offers an example of a subject producing what Halberstam
calls queer time—a term that emerges “once one leaves the temporal frames of bourgeois
reproduction and family, longevity, risk/safety, and inheritance” (In a Queer Time… 6).
According to Halberstam, Lupe would be a queer subject because she is the outcome of strange
temporalities, imaginative life schedules, and eccentric economic practices—not because she is a
‘butch’ lesbian.
It is important to note that every time that the heteropatriarchal capitalistic notion of time
fails Lupe is when she decides to return to her original project of writing a lesbian cultural
history of Monterrey. Right after she mentions the lack of infrastructure in the schools, Lupe says
Volvieron con más fuerza mis ánimos de escribir las joterías de Monterrey.
Ratificar a Monterrey como una machorra closetera y a partir de ahí contar esta
historia. Machorra Monterrey, Machorra yo. México se escribe con J. Monterrey
con M de Machorra. Guerra en las calles y yo streetfighter. Lo tenía más claro:
tendría que explicar qué pasaba con Monterrey…Me quedaría en la zona urbana
pero con toda la actitud: yo era Pérez-Reverte, corresponsal de guerra. Pero ahora
me enfocaría en los niños de la Julio Ruelas [Public rural school], en explotar su
mirada en cuanto al sexo, drogas, homosexuales, homoparentalidad, iPod, iTunes,
internet, Twitter, Ninel Conde. (51)
As the quote shows, when the constraints of normativity are too tight, Lupe embraces cuiridad
just to end up as another Pérez-Reverte—a Spanish novelist whose talent is to perform
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successfully the macho (genius) role. Obviously, the humoristic tone of La reinita pop…
prevents the reader from taking this statement seriously—thanks to ‘la virgen del orgasmo
perpetuo’ Santos Guevara is nothing like the aforementioned ‘dick.’ The combination of humor
with the refusal to explicitly embrace affirmative/positive/radical discourses such as queerness,
creates an extraordinary text-reader bond that allows an affective interpretation of the novel
itself: the skepticism of Lupe creates a bodily response, a despairing laugh—a feminist killjoy
moment—that suggests a complicated assemblage that prevents us from forgetting that queerness
is also a product of capitalism and coloniality.
Once more, every time that Lupe starts writing Monterrey se escribe con M de Machorra,
violence irrupts her cuir time. Over and over again, the reader finds phrases such as “No iba a
ponerme a viajar estando el horno tan caliente. Pero soy optimista, ya habrá tiempo para eso”
(12). Or “Mi tarea consistía también en amar a quien se dejara amar. Pensaba que a la vuelta de
la esquina me podía alcanzar una bala perdida. Afuera de mi casa me pondrían encañonar para
quitarme el carro. Todo era sentir que es un soplo la vida, ♪ como diría Gardel. Y yo no tenía
tiempo. Yo no tengo tiempo. El tiempo se va” (52). If Amora suggests we pay attention to time
through rhythm and pace, the social conditions expressed in La reinita pop… show that the
violence generated by what Sayak Valencia calls gore capitalism28 has stripped us of time—time
itself has failed.
All the different negative affects—refusals, skepticism, dark humor, fragmentation, lack
of resolution, hopeless attitudes—that haunt the book force us to ask ourselves if a cuir future is
even possible given these violent conditions: What is the meaning of time in a necropolitic state?
28

Valencia conceptualizes gore capitalism as an uncontrolled dimension of neoliberalism—that is, the most explicit
violence often mixed with organized crime, gender and predatory uses of bodies as tools of necro-empowerment.
See more in Gore Capitalism.
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Can dead bodies have a future? Lupe’s Monterrey is portrayed as a necropolitic space full of
dead bodies. Therefore, la reinita pop…decolonizes Muñoz’s ideas of queer futurity by killing
hope. If Muñoz understands queerness in terms of hope and utopia, Santos Guevara uses
negativity to take a shot at building futurity. Perhaps this epistemological difference can be
explained better through a shared idea: the time of queerness/cuiridad is the future because it is
something that is not quite here, always already as potentiality. This is why Santos Guevara
never ends up writing a good lesbian character because by doing so she would define what a
good lesbian character is. As Muñoz explains, if queerness (cuiridad) has “any value whatsoever
it must be viewed as being visible only in the horizon” (11). Expressing the need for a good
lesbian character points towards this horizon and the refusal to write this same character
produces a negative affect that shows us that cuiridad is already here and yet not: Lupe is the
lesbian character that Mexican literature owes us because of her refusal to be so—an unthinkable
lesbian method of cuir literary writing.
Moreover, Muñoz sees the present as a field of utopian impulses that can lead us to the
future: cruising, drugs or the sublime experience of art give us a sense of collective queer hope.
As an impulse that is extra to the everyday transaction of heteronormative capitalism, these
moments of hope can animate a better future (22). For Santos Guevara, these pleasures are not
extra but the result of heteropatriarchal (colonial) capitalism. Therefore, to reject these pleasures
is to make room for a different temporal outcome, to start reclaiming a decolonial cuir time.
Similar to Amora, between Lupe and Inés there is never any type of erotic intimacy—once more,
lesbian literature says no to the jouissance of the present. The reader can infer that this rejection
of pleasure is due to their seemingly unhealthy relationship. It is never clear what the true story
behind this “unhealthy” habit is: Lupe harasses Inés or the later is playing a seductive game with
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Lupe. Or Inés abuses her position as boss and their relationship is nothing more than a case of
workplace harassment, or maybe Lupe imagines everything. These are all possible scenarios.
However, Lupe keeps repeating that the problem is one of time: “straight” time kept messing up
their relationship, mainly Inés's partner’s adoption of a baby and both women’s work schedule.
Once more, time fails, and erotic intimacy is never achieved. Erotic pleasure becomes a
commodity within heteropatriarchal capitalism—there is no time for sexual pleasure.
Santos Guevara’s experimental writing challenges stylistic conventions and calls into
question established modes of representation that once more privileges fragmentation. Scholars
invested in the study of feminist aesthetics have criticized experimental feminist writing because
it remains accessible only to a minority while other aesthetics such as realism posit a “populist
position, which seeks to link text to everyday life practices in the hope of affecting direct social
change” (Felski 11). Leaving aside the obvious point that literature, regardless of the genre, is
already reserved for a select minority (literate people with certain purchasing power), I argue that
in this case the experimental aspect of the book serves to appeal to a broader audience and also
questions the relation between literature, the lettered city, and the nation.
Divided into small chapters that facilitate its reading, La reinita pop… includes a
soundtrack that breaks with the already non-chronological plot of the story by forcing the reader
to stop the reading to play the song. This provides another type of affect that is not linked to the
lettered city: La reinita pop… must be read to the sound of popular music such as Raffaella
Carrá “Para hacer bien el amor hay que venir al sur,” “El Noa Noa” by Juan Gabriel, “Every
Breath You Take” by The Police or “No Woman No Cry” by Bob Marley. Including this
soundtrack allows another kind of complicity with the reader not linked to politics of
representation but instead to the affective reaction of singing “dulce embustera la maldita
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primavera” at the same time of reading the book. Put simply, experimental writing here is not
about aesthetic obscurity or using sophisticated theories to innovate the literary form. In this
case, it is about popular music, pop, and rap as feminist literary aesthetics. Lastly, this sound
track also points to the idea of originality as a literary value, which is called into question due to
its normative proclivities.29 As the songs show, La reinita pop… is just the recycled lesbian story
of the same old creepy love story of our heteronormative times. Adding the songs affects our
reading of this story. The soundtrack disorients us and pushes us to rethink Lupe as a character
that challenges heteropatriarchal formations simply because she is a lesbian. If the story is
conventional, they way of narrating the story through music is novel.
Finally, the material conditions of production also contribute to this experimental writing.
La reinita pop… is a born translated text.30 Published as a bilingual text by Literal and translated
by Michael Parker-Stainback, the text can circulate beyond its origin without necessarily
becoming world literature. If world literature is made up of those books that move from national
to global contexts (David Damrosch), La reinita pop… suggests that literature cannot be
explained through modes of circulation and reading practices that still rely on these categories. If
Santos Guevara’s book can circulate beyond it origin, this circulation is problematic because it is
the product of what the book itself criticizes. Then, perhaps it is good sign that even though the
book is accessible—it won the Literal fiction prize in 2013 and somehow has been recognized by
29

Looking into practices of expropriation is beyond the scope of this project. However, given the violent social
conditions in Mexico, scholars and writers have the ethical responsibility to ask what it means to write today in a
necropolitical state. In her book Los muertos indóciles, Cristina Rivera Garza asks this question— “¿Cuáles son los
diálogos estéticos y éticos a los que nos avienta el hecho de escribir, literalmente, rodeados de muertos?” (19)—to
then propose necroescritura and desapropiación. Necroescitura is a term that points to dialogical writing where “se
ha desplazado de manera radical de la unicidad del autor hacia la función del lector; quien en lugar de apropiarse del
material del mundo que es el otro, de desapropia” (22). Thus, desapropiación is a poetics that constantly challenges
the concept and practices of ownership. La reinita pop no ha muerto is an example of this poetic.
30
For Rebecca L. Walkowitz, born translated novels are those that have been written for translation from the start:
“born-translated literature approaches translation as medium and origin rather than as afterthought. Translation is not
secondary or incidental to these works. It is a condition of their production” (4).
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the boys’ club of the literary establishment as a good book—it remains in oblivion and without
too many readers.
What binds Monterrey to Houston and Houston to Monterrey and these cities to all other
spaces, are the devastating practices of heteronormative capitalism and not an imagined territory.
Thus, the cultural history of lesbians from Monterrey is not a national quest but a project
delineated by sexual geographies (and economies) of death.31 As I mentioned before, Lupe lives
without time because she is constantly afraid of getting a bullet in her head. The only thing that
she has is space,32 a physical territory that she inhabits in spite of the violence that surrounds her:
Monterrey is Machacado Ville is Amityville: (kill kill kill)—Lupe reminds us frequently.
Ultimately, Santos Guevara’s experimental writing combined with Lupe’s unfulfilled
desire to write Monterrey se escribe con M de Machorra is another feminist/cuir snap to canon
formation. La reinita pop… snaps at México se escribe con J for uncritically tracing a history of
gay culture. As I explained before, this approach sets the stage for homonationalism and
homonormativity. Instead, Santos Guevara delineates some of the characteristics that a project
like this one should consider if it wants to move cuirly—that is, one that does not reproduce
heteropatriarchal colonial formations (by writing Mexico with J, colonial orthography is
reinstated). Besides looking beyond the nation and identity politics, La reinita pop… proposes a
31

Sayak Valencia uses sexual economies of death “to reflect once again about systematic murder as the persistent
center of the organization and spread of Western modernity-coloniality… where death is a kind of civilizing
technology that persists until today and connects the current context with colonial intermittency through the
technologies of murder…which also activates sexual economies whose surplus is generated through the suppression
of certain people produced as disposable or unwanted” (“Necropolitics, Porstmortem…” 182). I add the
geographical part to clarify that these economies are linked to specific places, such as borders like Monterrey and
Houston.
32
In “Of Other Spaces: Utopias and Heterotopias” Foucault argues that the twentieth century is a moment when our
lives are less bound to time than to space: “I believe that the anxiety of our era has to do fundamentally with space,
no doubt a great deal more than with time. Time probably appears to us only as one of the various distributive
operations that are possible for the elements that are spread out in space” (331). It seems that in the twenty-first
century and due to necropolitics, the anxiety is once more shifting to time.
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way to construct a canon outside of ‘straight’ time. Thus, a cuir canon presents itself as a
temporary arrangement that does not move forward nor aim for a future. Instead, it rejects
posterity and replaces it with affect: a cuir canon is one that produces discomfort, ugly feelings,
and feminist killjoy moments.
2.5 Snap Three. Build/Dismantle
Throughout this chapter, I explored how literary criticism and interpretation strategies
have sustained sexist and heteropatriarchal canon formations. Roffiel and Santos Guevara insist
on using feeling as a way of remapping (what counts as) canon. Yet the process through which
these writers do so is decidedly cuir, emphasizing the ways non-normative forms of relationality,
feelings like discomfort or reactions like snapping can provide insight into the mechanisms of
how systems and categories of power affect canon building but also the possibilities for new
forms of collective contestation. Thus, my lesbian method of cuir literary critique pays attention
to the inseparability of affect and interpretation. The gut reactions that Amora and La reinita pop
no ha muerto provoke in their readers suggest affect as a site for rethinking canonical formations.
Thus, a cuir canon would be one that provides opportunities to test our capacity to encounter
difference and pushes us to invent new ethical ways to analyze literary texts. As with Lupe’s
project of Monterrey se describe con M de Machorra, this cuir canon is a temporary arrangement
that as soon as it snaps and breeds resentment, moves to other uncomfortable spaces.
Immediately after we start building a cuir canon we instantly start to dismantle it. It is an
unthinkable cuir canon.
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Chapter Three
Strategically Drag: (Re)Discovering Gender Fluidity and Gender Nonconformity in Mexico

Antiguamente, en algunos pueblos del sur de México,
travestían a los niños para librarlos de las enfermedades,
para que la muerte no diera con ellos.
El travestismo ha sido siempre una estrategia de supervivencia.
Juan Carlos Bautista
A grave found in Mexico City’s largest cemetery, the Panteón Civil de Dolores,
decorated with hand-painted tiles (talavera), is the remnant of a strange and forgotten episode in
Mexico’s history. This grave contains the remains of Concepción Jurado, a woman who during
the late twenties and early thirties performed dressed as a man, known as Carlos Balmori, to
mock Mexican society. Collectively known as the “Balmoreadas,” her/his performances or
actions consisted of tricking people into believing she/he was a rich Spaniard looking to spread
her/his fortune in Mexico. As Balmori, Jurado seduced her/his victims with promises of large
sums of money, jobs, political/economic alliances, and even marriages. The tiles decorating
her/his grave document these pranks. Although she/he was buried under the name of Concepción
Jurado, the grave itself recognizes that she/he lived her/his last years in drag as the front of the
grave celebrates the life of Concepción while the back refers to the life of Carlos. While one side
of the grave, dedicated to Jurado, has been vandalized, the other one shows the complete and
untouched image of Carlos Balmori (Figures 3.1 and 3.2). Together, these two sides tell the story
of a character that challenged the norms of gender and sexuality at the beginnings of the
twentieth century in Mexico. At the same time, the supposedly accidental removal of Jurado’s
image speaks to the systematic erasure of cuir women’s culture that I have demonstrated in
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previous chapters. In this case, however, her/his drag practices complicate the gender binary that
I have been strategically sustaining, while revising the literary canon in previous chapters.

Figures 3.1 and 3.2: The front (3.1) and back (3.2) of Concepción Jurado/Carlos Balmori’s grave
(personal archive).
By (re)discovering the history of Jurado/Balmori I begin with the cultural and political
implications of drag practices in Mexico to then I analyze the mechanisms of gender fluidity in
women’s cuir culture. My aim is to show that trans culture in Mexico reveals gender-based
violence while recognizing the very real consequences of gendered violence. For Sayak
Valencia, the concept gender-based violence recognizes “that the process of
standardization/normalization of sexed bodies in a gender-binary categorization is violent in
itself” while gendered violence refers to the structural symmetries between men and women, and
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ignores the binary as violent in itself (“Necropolitics” 190). If Jurado/Balmori’s performances
challenge the idea of a single sex/gender identity, what makes them unique and relevant to the
study of trans issues in our present is that she/he always reveals her(him)self as a woman at the
end of the balmoreadas, breaking the illusion of drag. However, unmasking her/his “proper”
gender in reality also reveals the illusion of categories such as “man” and “woman,” leaving the
“puerquitos” (the victims of her/his pranks) in a state of extreme confusion.
What these performances suggest is that drag culture in Mexico reaffirms “woman” as a
political subject because gender oppression commonly operates in a binary that is far from being
eradicated. Yet, and as my archive will show, the reaffirmation of “woman” as a political subject
only comes after troubling and refuting gender as something biological, or after rejecting
compulsory heterosexuality. Consequently, drag and trans culture in Mexico reminds us that the
future of cuiridad is in “woman” as a category of analysis, whose meaning is not precluded and
is always already strategically drag. By strategically drag, I refer to the idea that the category of
“woman” is used in a way that highlights this gender as an imitation of a spectrum of an
idealized heterosexuality established by other structures such as colonialism and later sustained
by coloniality. The performances of Jurado/Balmori suggest that dragness is not attached directly
to Jurado’s transvestism but to Balmori’s revelation of himself as a “poor woman,” exposing
“woman” as a category of analysis that is always already drag.
In addition to analyzing the performances of Jurado/Balmori, I will also look into the
work of Barbara Sánchez-Kane, a lesbian feminist fashion designer, who explores gender bender
expressions from a feminist and cuir positionality. Similar to Jurado/Balmori, her fashion designs
demonstrate how gender-based violence operates to oppress cis-gender women and trans people.
Pairing the work of these two artists, allows me to focus on the connections between cis-gender
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women, female masculinities, and gender non-conforming expressions to better grasp how
gender fluidity is being performed in trans culture and its relation to cuiridad and feminism. It is
important to clarify that, as far as my research suggests, there are no written texts documenting
the lives of trans men or female masculinities in Mexico,1 but any discussion of trans issues that
does not include the voices of trans men runs the risk of becoming exclusionary and could end
up replicating heteropatriarchal structures. Trans discussions that favor a gender identity turn out
to be a reproduction of the binary focus that sustains patriarchy. Therefore, Jurado/Balmori’s
case provides not only a unique opportunity to delve into transmasculine practices, but also
offers an opportunity to revisit the alliances between feminism, trans studies, and cuiridad in
Mexico. Besides, paying attention to how Sánchez-Kane’s work links the emergence of gender
fluidity to global economies, forces us to acknowledge heteropatriarchy and heteronormativity as
results of colonialism. In her work, gender fluidity emerges as a political strategy of
resignification of the body in relation to forced migration and racialization processes. These
forced processes are the result of global policies created in the so-called global north and
presented to society as a reality that could be based on equality. However, this new economic
system based on deregulation (i.e. NAFTA), implies the weakening of political mediations for
the exclusive benefit of the market. This is an example of the perpetuation of colonial logics in
our present. By positioning “gender in dispute” as central within these logics, Sánchez-Kane
suggests that any cuir/trans/feminist alliance is first of all a rejection of colonial power.
I believe there is an urgent need to revise trans imaginaries in different types of cultural
production as a response to the rise of more visible trans-exclusionary movements in Mexico

1

On exception is Historia de la Monja Alferez by Catalina de Erauso, book that documents the life of a Spanish
woman living in drag in Mexico during the colonial period. In his memoirs, Luis Cervantes Morales, links the life of
Jurado/Balmori to the one of the nun highlighting Erauso as a direct reference of Balmori’s actions.
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during the last decade. These movements seek to essentialized cis-women as the only subject of
feminism, re-installing a “biological” vision of gender, and excluding anyone who falls outside
this model of womanhood. The trans imaginaries that I address here defy biological gender
essentialism while also showing why bodies matter. I examine an archive that has, surprisingly,
circulated very infrequently between both scholars familiar with the study of trans culture and
with Mexican cultural studies in general. Together, these largely unknown artifacts of trans
culture and their implications for gender fluidity complicate what gender-based violence and
gendered violence mean in relation to the materiality of the body in a state of coloniality. By
coloniality I mean the perpetuation of colonial structures of domination in our new global
realities. As Aníbal Quijano has explained, these structures of domination are related to the
hierarchical classification of the world population and to capitalism as an exploitation system
(“Colonialidad del poder… 203). If Quijano approaches the hierarchical classification of people
in terms of race and class, other scholars have expanded his ideas into gender (Maria Lugones)
and sexuality (Héctor Domínguez Ruvalcaba). Trans culture suggests that the focus of resistance
should be against these new colonial orders. By (re)discovering this trans archive, my research
joins the effort of scholars and activists such as Sayak Valencia, Gabriela Cano, Irina Echeverría,
Alexandra Rodríguez de Ruíz, among others who are actively developing the emerging field of
trans studies in Mexico, despite and in response to the rise of transphobia inside and outside the
academic sphere.
Given the fact that the relationship between cuir studies and trans issues represents an
emergent field of inquiry, this chapter serves as a sketch of the state of the field with regard to
Mexican cultural studies. My main task here concerns with showing how trans culture dialogues
with feminist and cuir studies. Broadly speaking, the focus of trans studies is the “fluidity and
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malleability of gender identity and expression” (Martínez-San Miguel and Tobias 3). This focus
includes transgender issues as well as gender presentation, gender expression, gender identity,
gender variance, genderqueer and gender nonconforming representations. It is important to
maintain that feminism and trans studies share the view of gender as a crucial category of
analysis “that inflects how bodies have become culturally intelligible or not…to further
problematize how gender is defined within a system of power relations that privileges normative
expressions at the expense of what are considered nonnormative gender expressions” (MartínezSan Miguel and Tobias 6). The conflict between feminism and trans studies arises when we try
to elucidate how the body matters and which parts matter the most—or how gender is
embodied—within heteropatriarchal structures. Trans studies and cuir/queer studies possess the
common goal of questioning normativity. But the focus of cuir/queer studies has been
predominantly about sexuality, eroticism and desire, while trans studies “is the complex
disarticulation between the definition of biological sex, culturally constructed gender, and
normative or non-normative sexual desires” (Martínez-San Miguel and Tobias 7). The focus of
trans studies is the connection between non-normative sexual desires, gender, and the materiality
of the body. My archive shows that cuiridad in Mexico deviates from queer studies in the US
precisely because the analysis of cuir women’s culture presents itself as already being the
complex disarticulation of biological sex, culturally constructed gender, and normative or nonnormative sexual desires as the result of colonialism and coloniality. More than an alliance
between cuir and trans issues, my archive demonstrates the necessity for feminist and cuir/trans
alliances by showing how trans culture complicates what gender-based violence and gendered
violence mean in relation to the embodiment of gender.
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I use trans as a broad umbrella term to describe all those who live a gender they were not
assigned at birth, or a gender that is not recognized by the colonial binary gender system, either
as a life project or a survival (temporal) strategy. In this chapter, trans culture is represented
through drag practices and gender benders as gender expressions, and/or identities that challenge
the idea of a single sex/gender system. Therefore, trans culture is any type of cultural object that
explores the malleability of gender whether it contributes to the destabilization of
heteropatriarchal and heteronormative structures or not. I am interested in what I call cuir trans
culture—that is, cultural objects that explore the malleability of gender in relation to sexuality in
a context of colonialism or coloniality to challenge the heteropatriarchal and heteronormative
structures that oppress cis-women and trans people. Given the fact that trans and cuir trans
culture remains unnoticed in Mexican culture, it is important to underline the urgency of making
this culture visible regardless of whether or not it reproduces same colonial structures. Although
it is not my intention to be exhaustive, I would like to conclude this introduction by mentioning
what I consider the most “visible” cultural objects of trans culture in Mexico.
First and foremost, the work of muxe artist Lukas Avendaño, who explores the muxe
category of feminine men from the Oaxaca region with pieces like “Requiem por un Alcaraván.”
Within the music scene, the work of la Bruja de Texcoco and trans artist Zemmoa—who has also
published several essays on what it means to be a trans woman in Mexico—stands out.2 The only
two published works written by trans people are Carta a mi padre: testimonio de una persona
transexual con discapacidad (2008) by Irina Echeverría, a testimony that recounts the life of a
person transitioning from man to woman, and En el cuerpo correcto: el primer testimonio de una
mujer trans en México (2017) by Morgana Love. In Mexican literature we also find several
2

See “Confesiones de Zemmoa,” a piece published by Rolling Stone magazine in Mexico before Pride of 2019 in
https://www.rollingstone.com.mx/confesiones-de-zemmoa.
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representations and appropriations of trans culture that may or may not be problematic. Some
examples are Andréïda (El tercer sexo) (1938) by Asunción Izquierdo Albiñana, Duerme (1994)
by Carmen Boullosa, Cuerpo naúfrago (2005) by Ana Clavel and Travesti (2009) by Carlos
Reyes. Cinema is where trans issues have enjoyed the most visibility. Examples are
documentaries such as Morir de pie (2011) by Jaracanda Correa based on Echeverría’s
testimony; Made in Bangkok (2015) by Flavio Florencio and based on Morgana’s testimony; and
La utopía de la mariposa (2019) by Miguel Crespo that talks about the life of Lukas Avendaño
and the forced disappearance by the Mexican army of his brother in 2018. Feature films have
also at times represented and appropriated trans culture. As an example, the noir film Carmín
tropical (2014) by Rigoberto Pérezcano tells the story of a muxe who returns to Juchitán to help
solve the transfeminicidio of her best friend, as I will explain in the last chapter of this
dissertation. In listing these examples I find myself wondering why only trans women have had
the opportunity to tell their story in Mexico. Besides my examples highlight that there is a strong
literary appropriation of trans culture while there are no visible trans cultural producers. It is
urgent to pay attention to trans issues.
3.1 The Puerquitos’ Cult: Mocking Gender and the Beginnings of Drag
Concepción Jurado/Carlos Balmori’s life is an example of trans culture that contributes to
the understanding of the intersection between biological sex, gender as a social construct, and
non normative sexualities proposed by trans studies. It is also an opportunity to venture into how
culture reflects on transmaculine and drag practices as strategies of survival. However,
Jurado/Balmori’s life is a puzzle that might be impossible to resolve only from the study of
her/his cultural objects. Dressed as a rich Spaniard man, Jurado (a poor woman in her sixties),
mocked Mexican elites in the course of five years with the help of Luis Cervantes Morales and
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the former attorney general of Mexico, Eduardo Delhumeau. After Concepción Jurado’s death in
1931, her assistants along with a group of her male friends and fans organized a society of
worshipful dupes that in the years to come would honor Balmori’s achievements by documenting
her/his life. According to this group, it was necessary to celebrate the life of the man who
managed to carry such a “raro laboratorio de psicología experimental” (Múzquiz Blanco in
Cervantes Morales 303), exposing the fragility of Mexican moral ideals during the period of the
maximato, which was both a transitional time between political regimes and also the time of
founding the Institutional Revolutionary Party (PRI). The group’s activity began with building a
grave of tiles as a monument to immortalize Balmori’s performances that were already beginning
to fade into oblivion. This monument documented how the Balmoreadas were performed and
provided examples of the most famous “acciones” (Figures 3.3 and 3.4). On the other hand,
Delhumeau and Cervantes Morales—who claims to have been Balmori’s private secretary—took
on the task of writing Balmori’s biography (memorias). Cervantes also collected photographs of
the Balmoreadas to later include them in his book. These books are Don Carlos Balmori. Su
extraordinaria vida y hazañas (1938) by Delhumeau and Memorias de Don Carlos Balmori.
Escritas por su secretario particular (1969) by Cervantes Morales. As these documents show—
with their criticism of monogamy, gender normativity and middle-class moralism—the audacity
of Jurado/Balmori’s performances had no precedent in Mexican women’s cuir history.
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Figures 3.3 and 3.4: Examples of the Balmoreadas painted on the tiles of Jurado/Balmori’s grave
(personal archive).
Given the number of historical and cultural documents that chronicle her/his life it is
surprising how little scholarly attention has been given to this figure.3 Exceptions include Esther
Gabara and Gabriela Cano who have referenced Jurado/Balmori in their scholarship. In the
epilogue of her book, Errant Modernism. The Ethos of Photography in Mexico and Brazil,
Gabara analyzes the photographs of Jurado/Balmori’s performances, and their relation to gender
and the public arts. In her article “Noches púrpuras,” Mexican historian Gabriela Cano has done
some research into Jurado/Balmori’s life as a historical episode of Mexican sexual diversity.
Other than these two scholars, no one else has written about Jurado/Balmori.4 Looking at her/his

3

As a point of comparison, the case of the 41 has been rebuilt by several scholars through newspapers clips,
illustrations, and fiction (Robert McKee Irwin). There is less documentation about this transvestite dancing party at
the beginnings of the XX century and yet, in recent year, literary and cultural scholars have pay attention to this
dance. Jurado/Balmori’s case does not provoke the same interest.
4
Outside of scholarship and beyond the work done by the self-appointed historians of Jurado/Balmori, two other
books have been published. Don Carlos Balmori. El genio forjador de ilusiones (2014) by Joel López Zepeda, a
fictional novel that basically reproduces the work of Delhumeau and Cervantes Morales. El incréible Carlos
Balmori (1981) by Fernando Martí, book whose genre or nature I do not know since to date I have not been able to
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life through the production of culture, as I am proposing here, helps us understand the afterlife of
Jurado/Balmori’s archive as a cultural product that tells a story about gender normativity, the
genesis of drag in Mexico, and the constant erasure of women’s cuir culture. However, this
perspective offers only one piece of the puzzle. The archive awaits a historical-sociological
analysis to reconstruct Jurado/Balmori’s life in relation to the socio-political environment of the
1920s in order to elucidate how this artist managed to perform her/his Balmoreadas only to be
completely forgotten. Only with this added analysis could we satisfactorily answer why the life
and performances of this artist were lost to history despite the alleged impact they had in
Mexican society. Taking this into account, the brief reconstruction that I give of
Jurado/Balmori’s life has some historical gaps and inconsistencies that raise doubts about the
alleged impact of her/his performances. It is not clear if the biographers exaggerate the impact of
Balmori or if she/he really manipulated so many people. What matters is not the veracity of the
facts of her/his life, but the way in which the group of dupes re-appropriates her/his
performances and what their cultural re-appropriation can tell us about gender normativity and
trans culture in the present—that is, using the conundrums of the past (and how they are seen
today) to illuminate trans issues in the present.
Born in Mexico City in 1864 or 1865, Concepción Jurado was the daughter of Don Juan
Jurado and Doña María de Martínez de Jurado, a lower-class family living in what was called at
that time Necatitlán (Figure 3.5). Predominantly working class and immigrant, this

consult it. Besides, feminist performer artist Maris Bustamente wrote an essay linking Jurado/Balmori’s
performances to avant garden practices of estridentismo, title “En busca de tuna historia de los no objetualismos en
Mexico” (1996). Finally, Silvia Pinal dedicates an episode of her famous telenovela Mujer: casos de la vida real to
Jurado/Balmori. According to Gabara, Pinal punishes her/his radical critique of gender normativity and middle-class
moralism (245).
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Figure 3.5: Necatitlán in the present urban configuration.
neighborhood was situated on the outskirts of the city.5 Described in the memoirs as a
periquillo—a reference to José Joaquín Fernández de Lizardi’s famous character—Jurado’s
father was a man of multiple trades but scarce resources. Therefore, it is not surprising that as
soon as Jurado turned 18, Don Juan started looking for a husband to secure a better future for his
daughter. In response to this search, Jurado created the character of Carlos Balmori, dressing as a
man to ask her father for her own hand in marriage. It is not clear if this prank was a conscious
act of rebellion or simply the result of a woman eager to become an actress seizing upon an
opportunity, but what is true is that Jurado never married. She lived in her parents’ house her
whole life, occasionally disguising herself as other characters such as “la india.”6 Besides this

5

See more about Necatitlán in the XIX century in “Un rincón de la ciudad. Necatitlan and Tlaxcoaque en el silo
XIX” by María Gayón and María Dolores Morales.
6
Exploring race in relation to Jurado/s critique of gender normativity and the consumerism of the middle-class,
although would be a fascinating intersectional approach it is not possible due to the fact that the memoirs mention
her indigenous personification without any other details. I could not find any other type of document that refers to
this particular performance.
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anecdote from her youth, the memoirs do not give any more details about Jurado’s life. What
mattered to Delhumeau and Cervantes Morales was not Jurado’s life but that of Carlos Balmori:
“¡Paz a Conchita Jurado y VIDA inmortal a don CARLOS BALMORI, el omnipotente!,” says
Jacobo Dalevuelta in a note published in El Universal five years after Jurado’s death (in
Cervantes Morales 308). As Dalevuelta and Jurado’s vandalized grave suggests, Jurado’s
identity is to be replaced by Balmori’s persona, and this character is in turn re-constructed
through the male voices that surround and represent him.
Even though Concepción Jurado created the character of Balmori as a young adult,
Carlos Balmori’s life did not start until June 23 of 1926 and lasted until Jurado’s death on
November 27 of 1931. During this period, known as the “golden age” of the Balmoreadas,
Jurado performed exclusively as Balmori, even confessing his sins while she was on her/his
deathbed. Balmori was generally perceived as a rich Spaniard traveling the world with his
fortune, seeking financial and romantic partnerships. Dressed entirely in drag, wearing a hat to
hide her/his long braids, a fake mustache, spectacles, and carrying fake checkbooks from a
variety of world banks, Balmori was able to convince people to perform actions of dubious
morality, such as convincing married women to acts of infidelity. Delhumeau and Cervantes
Morales described the Balmoreadas as psychological experiments that revealed the hypocrisy
and moralism of the post-revolutionary period—that is, the deception of the corrupt
revolutionary government, the Catholic Church, and the consumerist middle class:
Se trataba de establecer hasta qué límite puede resistir una persona—hombre o
mujer— el impacto del ofrecimiento de una cantidad de dinero, sin hacer
concesiones de orden ético o moral. La idea primordial del delicado experimento
fue del doctor Luis Cervantes; su instrumento principal, la actriz Conchita Jurado,
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en el disfraz de cierto riquísimo y excéntrico español, don Carlos Balmori. Se
preparaba a las víctimas de la balmoreada, convenciéndolas de lo fabulosamente
acaudalado que era el señor Balmori y luego se les invitaba a una recepción del
supuesto potentado, en una casa ad hoc, con un grupo de balmoreadores que
desempeñaban su papel, al igual que Concita Jurado, como consumados actores.
Un individuo, que por 20,000 pesos no se mostraba dispuesto a cometer una
vileza, cuando el cheque ofrecido por Don Carlos subía a 100,000 ó 200, 000 y
más pesos, olvidaba sus principios morales, perdía su dignidad y aceptaba el trato,
aunque la acción propuesta fuera innoble. (Bravo in Cervantes de Morales 323)
As the quote shows, the structure of the Balmoreadas was simple. Through a network of
journalists and friends, Eduardo Delhumeau, Luis Cervantes Morales and Concepción
Jurado/Carlos Balmori organized parties to lure in and trick their victims, who would later
become a part of the inner circle and themselves help with the planning and execution of further
parties and additional pranks. These performances “served as a kind of initiation into the group
of players. The crowd that surrounded her, and which planned and paid for the events, was made
up of previous puerquitos…. They become something of a cult, sworn to secrecy about
Balmori’s identity and eager to trap the next victim” (Gabara 242). Among the “puerquitos,”
there were generals, politicians, writers, journalists, artists, and surgeons. Rumors have it that
more than 3000 people were victims of the Balmoreadas, and that Jurado/Balmori was “legally”
married around 108 times. These marriages were staged public ceremonies with a false priest,
judge, and witnesses. With promises of large properties and money, sometimes with an advance
in the form of a false check, the women would accept Jurado/Balmori’s proposal and in front of
the party and witnesses, close the deal with her/him with a passionate kiss and some intimate
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touching. At the end of the wedding, Balmori always removed his mustache and revealed himself
as a fragile old woman. Using these fake weddings, I analyze the connections between gender,
sexuality, and agency in Jurado/Balmori’s performances to demonstrate that her/his criticism of
gender and sex normativity is not fortuitous but with a purpose. For Jurado/Balmori, dragness is
a survival strategy.
Before I begin the analysis of the weddings it is important to note the debates among
activist and scholars on the distinctions between transgender, transvestite, transsexual, drag and
cross-dressing practices, especially regarding the differences among the United States and Latin
America. I believe that the process of defining these terms should be in the hands of those whom
the definition would affect the most, and therefore I do not engage in any attempts to define these
terms. I assume this political position taking into account the rise of trans phobia inside feminist
movements in Mexico that I explained at the beginning of this chapter. Because of this violence
and my gender privilege, I feel that this is not the time for a cis-woman to define trans. It is
enough to say that all of these subjectivities tamper with any fixed notions of gender and
describe in their own embodiment and realization the difficulty of gender (Ben SifuentesJáuregui, Paul B. Preciado, Judith Butler). I choose to identify Jurado/Balmori’s performances as
drag practices simply because they happen in a theatrical context and expose the instability and
fluidity of gender.
Scholarship about the representation of these trans cuir practices in Mexican culture is
scarce. Most come from performance studies and cabaret (Laura G. Gutiérrez and Christina
Baker) or focus on transvestism and cross-dressing from the male body to the feminine form (the
case of the 41). Ben Sifuentes-Jáuregui has analyzed the figure of the transvestite in Latin
American literature as a subversive embodying that is inseparable from “the self-figuration of the
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homosexual” (7) and has emphasized the place of the body and corporeality in Latin American
culture as the critical difference “vis-a-vis the place of the body in contemporary gender theory
in the United States” (7). Echoing his ideas on transvestism, I propose that Concepción
Jurado/Carlos Balmori’s dragness fucks up gender normativity while reaffirming the idea of a
“woman” as a political subject that is always already drag. This performance of gender is
inseparable from Jurado’s self-configuration of a non-normative sexuality—she/he only engages
enthusiastically with other women in erotic intimacies. Her/his dragness differentiates from other
cross-dressing practices—such as the ones described by Sifuentes-Jáuregui—because Jurado
always reveals her(him)self as a woman. This cathartic moment is itself a performance of gender,
that for the outside viewer is about representing the other, while for the subject in drag it is about
becoming some other subject in terms of gender but also exploring this becoming in relation to
sexuality. Her/his performances are also trans cuir acts of subversion because Jurado/Balmori
her(him)self manipulates gender normativity and the heterosexual norm, without compromising
her/his critiques to patriarchal and heteronormative structures.
It is important to begin by questioning Jurado’s agency within the Balmoreadas. Even
though both the self-proclaimed historians of Jurado/Balmori’s life and Esther Gabara suggest
that Jurado/Balmori directed the Balmoreadas, the memoirs reveal that Jurado/Balmori’s agency
was limited. Delhumeau, Cervantes Morales or one of the former puerquitos would choose the
victim and determine what they wanted to get out of the joke, such as humiliation of or a lesson
for the puerquito. Although Jurado performed as a man with a fake mustache and wearing an
extravagant hat leading up to the Balmoreadas, her/his final attire was chosen by Cervantes
Morales. The puerquitos also paid for the joke’s expenses. As mentioned before, Jurado was a
single poor elderly woman who was around 65 years old. The memoirs describe her house as a
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decrepit, dark, and cold space that was sometimes used in the pranks as the quarters of one of
Balmori’s servants. Aside from this and the fact that her/his grave was paid for by her/his
friends, we do not know anything else about Concepción Jurado’s finances. It is safe to conclude
that Jurado/Balmori made her/his living through the Balmoreadas, either because they paid
her/him for her/his acting or because she/he was living on the charity of their circle of friends.
Still Jurado/Balmori’s drag practices represented far more than an odd way to make a living, and
although they were not altogether designed by her, Jurado/Balmori still influenced these
performances using her/his creative freedom and her/his own positionality as a cuir subject to
mock gender and sex normativity. Jurado’s agency was more limited than what Gabara
recognizes, but nevertheless she/he had agency.
One of the few times that the reader has access to Jurado’s own words comes at the end
of each Balmoreada when Balmori reveals himself as a woman. At the end of one Balmoreada
Jurado/Balmori says, “pues yo ni soy grosero, ni enamorado, ni conozco de caballos, ni me
intereso por su señora, ni le puedo regalar un coche; en una palabra, ni siquiera soy hombre, y
por lo tanto, mucho menos puedo ser el archimillonario español don Carlos Balmori. Me
contento con ser una mujer débil, anciana, común y corriente, muy parecida a la mamacita de
usted, a quien conozco de cerca y la quiero mucho” (Cervantes Morales 55). Jurado/Balmori uses
masculine adjectives quite frequently to portray Balmori’s persona as strong, seductive, manly
and clever while also describing her feminine side as weak, small innocent, and fragile. This
juxtaposition serves to reveal masculine power through the performative characteristics of
language and to challenge the stereotypical differences between genders. As Gabara suggests,
“these performances raucously enact the threat that a woman might take over “the public thing,”
and reveal that doing so would alter not just the balance of power but also the defining social
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category of gender” (247). Throughout her/his performances Jurado/Balmori sustains that gender
is a social construct that cannot be fixed while also using “woman” as an embodied category
with the potential to defy binary gender roles. Without Jurado/Balmori’s revelation as a poor
woman being a part of the performance itself this critique of gender normativity would not be
possible.
Revealing her(him)self on stage, leaves the “puerquitos” in a state of confusion:
Y los amigos llegaron pronto a una conclusión: había perdido el concepto de
tiempo y lugar, en un solo momento se había borrado de su mente la historia de
sus vidas, por segundos habían olvidado en donde se hallaban, quienes eran y el
porvenir que les esperaba; en sus propias narices aquel gran HOMBRE se les
transformó en mujer provocando horrendo desequilibrio mental, y en estos
pensamientos y hondas disquisiciones se les el sueño, y vuelta y vuelta en el
Paseo de la Reforma, entre el Caballito y Chapultepec, buscando el por qué del
SER de BALMORI material e inmaterial, los sorprendieron los trinos de los
pajarillos que alababan al Señor en la madrugada del miércoles 24 de junio de
1926: Así terminó la primera jornada de esta verídica historia. (Cervantes Morales
32)
This state of confusion opens up a gap in time and space that allows the puerquitos to feel gender
differently. For the puerquitos the reveal constitutes a moment in time when masculinity and
femininity are no longer real identity markers, but categories that are always already in drag,
meaning performative in their nature. At the same time, it is not irrelevant for them that it is a
woman who carries out the prank. Therefore, their confused state intensifies when they realize
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that if this matters, then how is it possible that masculinity and femininity are not real markers of
difference? Jurado/Balmori brings to the surface what Judith Butler calls the performative nature
of gender. Jurado/Balmori’s dragness exposes gender as a cultural code that relies on an
imitation that lacks any essential truth, but unlike Butler, Jurado/Balmori’s gender
insubordination points to the fact that there is still a reason to constantly mimicry the category of
woman. To Jurado/Balmori, gender identity can be disrupted only if we pay attention to how this
gender is embodied in a specific time and space.
So far, I have explained how Jurado/Balmori’s dragness was perceived by the puerquitos
as the representation of an impossible other. But for Jurado/Balmori drag served as a strategy of
becoming her(him)self. Out of all of the jokes it is clear that Jurado/Balmori preferred the
weddings. It is in these episodes where Jurado/Balmori’s voice emerges most vividly in the
memoirs. The only time a Balmoreada is told in detail by Cervantes Morales, whose victim was
chosen by Jurado/Balmori, is when she/he marries María Sánchez, her/his close friend. In this
Balmoreada, Jurado/Balmori kisses Sánchez several times with such passion that the reader can
only wonder about Jurado/Balmori’s intentions—“Terminó el primer beso y comenzó el
segundo, y así el tercero y otros muchos, hasta que el aprovechado novio dejó en paz la boda de
su esposa”—says Cervantes Morales (168). In addition, it is during the weddings where the
Balmoreadas tend to fail more often because Jurado/Balmori tends to deviate from the plan. By
paying attention to the eroticism implicit in the weddings plus an analysis of the failed
Balmoreadas, I suggest that Jurado/Balmori uses drag as a survival strategy to explore her/his
cuir sexuality.
In every wedding, Jurado/Balmori kisses and touches her/his brides excessively.
Sometimes this eroticism and affection cause discomfort among the puerquitos, as would be
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expected from a time and place where Catholic morality ruled the private lives of men and
women. But at other times it seems that the kisses had no purpose other than the amusement and
pleasure of Jurado/Balmori her/himself. On other occasions Jurado./Balmori risked the joke’s
success in order to seduce a woman in the audience. For example, Jurado/Balmori was invited to
prank the communist party. The purpose of this Balmoreada was to give a lesson to the
communists, seducing them with Balmori’s money to show to the group that without money—a
product of capitalism—their socialist enterprise cannot exist. In the middle of the performance,
Jurado/Balmori deviates from the original script to propose to Laura del Cielo, the woman
leading the communist press. Jurado/Balmori gives del Cielo the necessary money to keep the
press alive, and promises to give her/his protection to the communist party if del Cielo agrees to
have a civil and religious wedding. In the meantime, del Cielo has the following inner
monologue:
Como lo había dicho sus mismos compañeros revolucionarios, nada podía hacerse
sin el dinero, nada podría buscarse en el combate contra el capital sin el capital
mismo. Había, pues, que tomar de un solo salto, por un solo empuje, las arcas en
donde se guarda el oro para que con fuerza única pudiera el grupo "Comunista"
entrar de lleno en la batalla por la emancipación del proletariado internacional. Sí,
la lealtad debería orientarse por el sendero de la lealtad a la masa. Dentro de los
postulados mismos de las teoría sociales, el amor ya no exige lealtad sin
menoscabo de la procreación de la especie; han caído las rancias teorías de la
monogamia y del matrimonio. La humanidad exige lealtad de uno para todos,
jamás lealtad de uno para uno. Esta forma de ver las cosas ha caído en desuso y el
amor libre se impone; de manera que no había mejor camino que rendirse ante el
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magnate u aceptar sus rancias fórmulas de matrimonio civil y las mucho más
rancias todavía del matrimonio religioso. Todo en pro de la inmensa lucha que el
grupo comenzaba a realizar en el pueblo mexicano y que servía, quizá, de base
cuando viniera la guerra inevitable que tendrá que venir en contra del capitalismo
de los Estados Unidos. Se veía en lontananza cómo el suelo de México podría ser
el trampolín del socialismo para dar el último salto y poner la bandera de la Hoz y
del Martillo en el Capitolio de Washington. ¡Cuántas mujeres en el mundo
hicieron virar el camino de la grandes luchas por una decisión tomada a tiempo!
En México no estaría obligada una gran mujer a pasar el Rubicón, sin pedir
consejo, sin titubeos, sin temor al mundo ni temor al cielo. (Cervantes Morales
159)
At the end of the Balmoreada the communist party is embarrassed and humiliated while Laura
del Cielo emerges as the only one willing to actually sacrifice something for her ideals. In this
Balmoreada, marriage is revealed for what it is—a social contract that due to economic changes
is losing meaning and power—and Jurado/Balmori leaves the scene happy to reveal the
normative structures that prevail even within a party that claims to be radical, and with the
satisfaction of kissing the most beautiful girl in the room. But how cuir is this type of erotic
encounter?
On one occasion Jurado/Balmori gets a taste of her/his own medicine. At the insistence of
the colonel Salvador Martínez Cairo and his wife, a gentleman in search of work, Manuel
Guerra, dresses up as María Antonieta Guerra, with the purpose of deceiving Balmori. But
Guerra ignores that Balmori her/himself is in drag and the prank ends with a double reveal:
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el señor Balmori se descubrió y quedaron otra vez los dos personajes frente a
frente: el uno DON CARLOS, trasmutado en mujer; el otro María Antonieta
Guerra, trasmutada en hombre; él contento de que la hubiera besado una mujer;
ella ruborosa de haber besado “por primera vez en su vida los labios de un
hombre bigotón”, pues, han de saber ustedes—dijo Conchita—, que a mi edad de
sententa y un años, no lo había hecho, y que ni siquiera lo hice cuando fui
muchacha. (Cervantes Morales 182)
The reader of the memoirs knows that Jurado uses Balmori to get out of marriage and to make
out with women but also this scene clarifies Jurado’s lack of interest in men. Is it possible that
Jurado/Balmori dresses as a man to seduce women and explore her/his cuir sexuality? What is
certain is that her/his drag practices are related to the expression of eroticism between women.
As a way of concluding this section I want mention one last failed Balmoreada. An
engineer asks Jurado/Balmori for help to teach his nephew a lesson for “sus claras aficiones al
sexo feo” (Cervantes Morales 229)—that is to say, the engineer wants to use Jurado/Balmori’s
talents to “cure” his gay nephew. To the engineer’s confusion, the Balmoreada begins with
Jurado/Balmori’s decision to marry Lolita, the most beautiful woman in the room. The engineer
asks about his nephew and Jurado/Balmori replies that he should not worry because if the boy
accepts then he could be her/his lover. Appeased, the engineer is happy to see that
Jurado/Balmori is still helping him. The nephew is excited by the possibility of living with a rich
man with his uncle’s approval, and Jurado/Balmori is once again happy kissing a woman and
now encouraging a polyamorous relationship. The Balmoreada ends like the others, except that
this time Concepción Jurado declares: “En qué compromiso estaba poniendo este jovencito al
señor Balmori, haciéndolo sufrir; yo, en realidad no sufro tanto, porque aunque anciana, me
149

gustaría conocer el matrimonio” (Cervantes Morales 232). The young gay man responds:
“!Fuchi! … !Ni aunque tuviera veinte años tendría yo el mal gusto de casarme con una mujer!…
!Prefiero al jefe del Tercio Español don Carlos Balmori” (232). It is impossible to tell if
Jurado/Balmori sabotages the Balmoreada by proposing to Lolita due to the nature of the lesson,
or if her/his desire, as an elderly woman, to marry this young gay man—the only time that
Jurado expresses her/his willingness to marry—is a critique of marriage or a mockery of the
man’s cuir sexuality. But what is certain is that the nephew’s cuir sexuality remains the same and
the Balmoreada fails. The nephew cannot be taught a lesson because there is nothing he needs to
learn in the first place. Instead at the end of the Balmoreada it is the uncle who is frustrated as he
fails to “cure” the nephew. As Esther Gabara suggests, Jurado/Balmori was figuratively not of
her time (241). An unmarried elderly woman surrounded by young people, Jurado/Balmori
strategically uses drag practices to challenge gender and sexual normativity while also enjoying
the perks of making out with women. Her/his performances demonstrate the troubles of making
and unmaking gender in heteropatriarchal times.
3.2 The Fashionable Spectacle of Gender Benders: Barbara Sánchez-Kane and her Macho
Sentimental
Dressing evokes the sexed body, and clothing draws attention to bodily differences
between people. But more than just emphasizing bodily signs of difference, clothing absorbs the
body with cultural signifiers. These signifiers are arbitrary and compulsory sets of associations
that evoke the idea of gender. As I have shown in Jurado/Balmori’s case, her/his carefully
curated appearance—a coat, a hat, a mustache—blurs the previously fixed categories of
masculinity and femininity, revealing gender as unstable. Although one could suppose that
Jurado/Balmori’s style is simply replicating heterosexual gender roles and styles, in fact she/he is
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rewriting them in order to explore her/his desire and sexuality. What makes the study of fashion
and style so important to cuir studies is the role of clothing in constructing the body as an
identity, discourse, sign, repository of desire or as an object.
Since her debut in 2015, Yucatan fashion designer and artist Bárbara Sánchez-Kane has
drawn the attention of the international fashion industry for her bold political statements mixed
with experimental fashions designs. The performative nature of her runways and her antistereotyping approach is part of a greater dialogue with current discourses, ranging from sexism
to capitalism to Donald Trump, which produces uncomfortable reactions and feelings.7 For
example, in this image Barbara Sánchez-Kane walks with one of her models dressed up in an
outfit that echoes the American flag (Figure 3.6).8

Figure 3.6: Barbara Sánchez-Kane and one of her models during the fashion show of her
Summer 2017 collection named “Citizen”

7

As an example, at the presentation of one of Sánchez-Kane’s collection, model Naomi Campbell was confused by
the penis as a recurrent image and fashion statement. Finally, lesbian icon Ellen Degeneres mocks her “Citizen”
collection—she compares the designs to cat toys (Vanity Fair, 27). Degeneres does not mention Sánchez-Kane
political statements and she also attributes Sánchez-Kane’s designs to another designer.
8
All figures are taken from Sánchez-Kane website or her personal Instagram.
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Her nipples are covered, and she wears a baseball cap with the embroidered slogan “Macho
sentimental.” She sticks out not just because she is the only model with their nipples covered, but
also because she is the only female body modeling in this fashion show for menswear. As the
only female presenting persona on the runway, covering her nipples is a normative move that
serves to denounce gender-base violence. The designer is wearing one of the pieces presented on
the runway—a baseball cap that reads “Make America Gay Again.” Throughout the fashion
show, the model wearing this baseball cap is also wearing a hoodie with the word “RAD” on it
(Figure 3.7). This word is crossed over by a phrase that reads “No is a complete sentence it does
not require justification or explanation.” Since “radical” is a wild word that can mean a number
of things across different times and places, Sánchez-Kane visually deconstructs the word to
simplify its meaning: the outfit suggests that in today’s world being radical means standing
against bigotry, sexual assault, and the inhumane US immigration politics.

Figure 3.7: One of the outfits of her
Summer 2017 collection named “Citizen.”
The model wears a baseball cap that reads
“Make America Gay Again” and a hoodie
with the word “RAD.” This word is
crossed over by a phrase that reads “No is
a complete sentence it does not require
justification or explanation.”
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These clothes and garments are part of her spring collection, called Citizen, and they were
presented in New York in 2017. All the models wore pieces that referenced immigration, genderbased violence, fragile masculinity, or the anti-Mexican and immigration sentiment of Trump’s
administration. For these political statements, which included an audio with the phrase “Fuck
you Trump,” her collections have suffered some degree of censorship (Vanity Fair 27). Citizen
summarizes Sánchez-Kane’s brand and shows how she believes fashion is linked to global
politics.
I am interested in Sánchez-Kane’s fashion collections as cuir objects that suggest the
emergence of gender bender expressions in Mexican culture serve as a reaction to global
economics and politics that perpetuate colonial structures of power. By exploring her fashion as
an object, image, text practice, and its complex intersection with gender and sexuality, I argue
that Sánchez-Kane’s collections deconstruct Mexican hegemonic masculinity, simultaneously
showing how gender-based violence and gendered violence operate within new global
economies while expressing a desire for the incorporation of gender fluidity as a decolonial,
feminist, and cuir possibility. Broadly, fashion can be understood as “shifting styles of dress—
that is, specific combinations of silhouettes textiles, colors, details and fabrications—embraced
by groups of people at a particular time and place… its is an aesthetic practice that produces
useful, and sometimes lucrative objects” (Kennedy and Banis Stoehrer 11). Beyond just the
production and consumption of clothes, fashion is a cultural phenomenon that orients us to the
body and its relation to objects—clothes are produced, promoted, and worn by bodies. As a
material cultural object what matters most about fashion is the way in which clothes and styles
instigate or trigger affective reactions. In this case clothing introduces the idea of gender bending
as cuir gender expression that is born out of a specific time and place.
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Born in Mérida Yucatán in 1987, Bárbara Sánchez-Kane is a Mexican menswear fashion
designer and visual artist who works with experimental apparel, installation, and performance.
After studying industrial engineering, she went to study fashion design at the Italian school
Polimoda where she finished her degree in 2014. Her brand of clothing, Sánchez-Kane, was
launched in 2015 and since then she has presented collections in Los Angeles (LAFW),
Maastricht (Fashionclash), Mexico (MBFWM), and several times in New York with Vfiles and
NYFW-Mens. She has also showcased performances and installations in places such as The
Institute of Contemporary Art in Los Angeles. As a lesbian feminist fashion designer SánchezKane begins her menswear line by posing the question of what is meant to design clothes for the
male gender in contemporary society. She answers this question by understanding fashion as a
curated spectacle that has the possibility to add something relevant and unique to current debates
around gender, sexuality, and the material and metaphorical borders that surround the body.
Described as a “Mexican clothing brand curated by emotional chaos,” in her fashion shows,
several aspects of what interact with her designs, creating a chaotic sensation that points towards
her complex ideas about clothes and fashion. For example, she uses space and a variety of
uncanny objects—large penises, a photocopy machine—so the viewer will pay attention not just
to the design but also to the body wearing the clothes and the space that this body inhabits.
Finally, by crafting a narrative for her fashion, she produces a type of subjectivity in tune with
her designs: “el macho sentimental.”
With this macho sentimental Sánchez-Kane plays with the idea of crafting a new type of
citizen that visually and discursively emerges out of the citizens previously rejected by the
nation. According to her webpage, through this new “race”—a human of any gender that is no
longer denying impulses—SK diverts our gaze toward those humans categories which society
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had thought understood and dismissed: the broken mulatto, the packaged women, the devalued
male, the gender bender.” By paying attention to how this macho sentimental is performed
throughout her brand—the runway, Instagram, the clothes, her performances and installations—
one can see how this citizen is a cuir subject contextualized and historically situated within
feminism. Sánchez-Kane draws her macho sentimental through gender perspectives that are
attentive to the histories of violence that produce gender normativity in the first place. In this
sense, Sánchez-Kane’s citizens are what Sayak Valencia identifies as the political subjects of
transfeminism—9 that is “multitudes queer, que a través de la materilización performativa, logran
desarrollar agenciamientos g-locales” (Capitalism Gore… 192). Her macho sentimental is an
intersectional citizen with a feminist awareness but with the cuir necessity to bet for the gender
bender as a political subject that can re-articulate normative gender relations in Mexico.
Aside from “Citizen,” her collections “Artesanal Sex Shop” (F/W 2018) and her miniseries “Men without fear” are particularly suggestive that her citizen, as a cuir subject, is
interlinked in vital ways to the histories of race, debt, and extractive capitalism that are at the
core of the history of gender of the Americas. Before I delve into the analysis of her fashion
designs it is important to note that Sánchez-Kane produces her line in Mexico. She uses everyday
garments that she finds in markets. Besides Mayan artisans make all the embroidery and the
patterns on her fabrics. Her models are often androgynous, brown and black male bodies—these
are not the stereotypical high fashion models. By putting a tattoo-covered brown body on a
fashion runway in New York, Sánchez-Kane is already subverting the historical racism of the
fashion industry. Since fashion is a term applied only to Euro-American and global styles
9

As I will address in the final chapter, transfeminismo is an epistemology and a social movement of resistance that
argues for the necessity of maintaining some of the concepts of feminism while incorporating cuir subjectivities.
One of the questions is if cuiridad may involve the concealment of structural asymmetry between men and women
(Paul B. Preciado, Sayak Valencia, Diana J Torres Itziar Ziga).
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(Taylor 27), by producing her line in Mexico and using mostly objects found in markets that
Mexican people use in their everyday lives—escapularios, small leather key chains or
paliacates—, Sánchez-Kane’s production emerges from the south to later transit to the north.
This displacement symbolizes the capacity of performing the g-local agency of which Valencia
speaks when defining the emergence of new cuir multitudes. Sánchez-Kane’s fashion designs are
trans-local objects based on feminist and cuir knowledge productions that, in their transit to the
north, emerge in spaces of solidarity against the constant colonial threat of the US.
With the spectacular title “Artesanal Sex Shop,” Sánchez-Kane presents a sexually
charged show during NYFW: Mens in 2018, featuring a Latinxs-only cast and inspired by her
interpretation of sexual oppression in Mexico. Two semi-naked bodies dance around two
unfinished phallic sculptures to the rhythm of the cuir DJ Mexican Jihad10 (Figure 3.8). Walking
between the penises and the dancers, Sánchez-Kane’s models walk the runway showing outfits
that resemble Catholic school and prison uniforms as well as possessing a pachuco aesthetic.
Accessories that are traditionally associated with both masculinity and femininity complement
their outfits: hairpins, wide buckle belts, cowboy boots, rebozos, etc. Finally, the penis appears to
be the leitmotif of this collection. Besides the two sculptures, the penis appears in the jewelry, as
a hairstyle, and as a dildo on a strap-on. All of these elements disrupt expected gender roles to
defy gender stereotypes, echoing the violence of the compulsory necessity to fix gender. What
catches my attention are the types of masculinity that are being performed by Sánchez-Kane’s
gender bender citizens or macho sentimentales. I believe that understanding how masculinity

10

Similar to Sánchez-Kane aesthetics, Mexican Jihad is a DJ involved in the Mexican cuir scene. He describes his
style as promiscuous, mixing genres and political statements. He is the creative director of the queer party
“Traición”—a party that has make people uncomfortable for its sexual performances and cuir displays or eroticism.
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operates in Sánchez-Kane’s brand elucidates the difficulty of gender performativity when related
to the material conditions of the body.

Figure 3.8: Performance at the presentation of “Artesanal Sex Shop” during New York
Fashion Week Mens in 2018.
In her collections, the penis works as a symbol of hegemonic masculinity. Using a
traditional black tuxedo with long lace blue boots, one of the models carries a hammer and wears
a strap-on with a big white dildo (Figure 3.9). The viewer automatically associates this white
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dildo with the unfinished phallic sculptures in the background, connection that allows the viewer
to organize the chaotic spectacle that appears before their eyes. The hammer symbolizes the
destruction of the penis.

Figure 3.9: A cuir pachuco
with a hammer and a white
strap-on dildo during NYFW:
Mens in 2018.

After this metaphorical destruction, Sánchez-Kane plays with the idea of turning the penis into a
commodity—a cute choker with tiny blue penises, a nose ring, and a hairstyle made by micro
penises with condoms. By turning the penis into a commodity—a fashionable accessory—
Sánchez-Kane alludes to women’s oppressive history, specifically to the exploitation of female
bodies for the male gaze. The masculine body is dissected, and the penis becomes the object of
the audience’s gaze. Even though these representations can constitute a celebration of the penis,
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it is one without reproducing hegemonic masculinity. The absence of the body of the penis offers
a discursive opportunity through which to articulate—performatively and spatially—a critique of
gender normativity but also alludes to the playfulness and the questioning nature of gender
benders. If the penis is smashed by one of the models and then turned into a commodity by
others, some of them carry the elements necessary to rebuild it. For example, one of the models
wears as a purse the chicken’s wire that later is reused as the structure for the phallic sculptures
(Figure 3.10). At the same time, the dance performed by the semi-naked bodies is loaded with
cuir eroticism—from these erotic forces a new penis is erected, one that will always remain
unfinished, that is always troubled. At the end, Sánchez-Kane is playing with the idea of
reconfiguring the phallus outside hegemonic masculinity.

Figure 3.10: A model carries
the chicken wire of the phallic
sculptures during SánchezKane’s runway at NYFW:
Mens in 2018.
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Simultaneously, Sánchez-Kane’s fashion designs perform another type of masculinity
symbolized by the pachuco aesthetic—that of marginality (Figure 3.11). Marginal masculinities
the masculinities that emerge at the margins of colonial structures, that is “hombres que forman
parte de las clases sociales subordinadas o de grupos étnicos […] que contribuyen también al
sostén del poder de la masculinidad hegemonial, porque interiorizan los elementos estructurales
de sus prácticas” (Valencia, Capitalismo Gore 187). On the other hand, the pachuco is a juvenile
“gang member,” normally from Mexican origin and living in the US, whose identity is
performed through their language, attire, and defiant attitude. The most important object for a
pachuco is their zoot suit.

Figure 3.11: A cuir pachuco
outfit during NYFW: Mens
in 2018.

Through this aesthetic, Sánchez-Kane suggests that it is premature to abandon masculinity as a
category of analysis pertaining to feminist and cuir studies because of the permanent
criminalization of brown and black bodies. Some masculinities such as the immigrant, the
prisoner, the mulero,11 and the campesino have been historically ineligible for full citizenship or

11

A mulero is a person who smuggles drugs using their body across the border. In the narco infrastructure, the
mulero is a disposable body.
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even human value because of racialized, sexualized, spatialize, and state violence. Through a
rearticulation of the pachuco aesthetic, Sánchez-Kane’ citizens imitate this type of masculinity
while destroying (white) hegemonic masculinity.
According to Octavio Paz, the pachuco becomes ambiguous by wearing a zoot suit: “por
una parte su ropa los aísla y distingue; por la otra, esa misma ropa constituye un homenaje a la
sociedad que pretenden negar” (18). For Paz, the pachucos have lost their entire cultural heritage:
language, religion, culture, believes—“no reivindican ni su raza ni la nacionalidad de sus
antepasados” (16). The pachucos, Paz continues, only have their willingness to be different. By
cuirizando the image of the pachuco, Sánchez-Kane retains their rebellious attitude and their
difference. In this case their difference, both in terms of gender and race, instead of isolating
them, gives them a new citizenship. If for Paz the pachucos have lost their entire cultural
heritage, Sánchez-Kane returns them to this heritage. All the models wear something distinctly
Mexican—not to preserve some fictional essence of lo mexicano as Paz would have wanted to—
but to signal political imaginaries and solidarities from cuir and brown translocal spaces of
resistance.
If the central point of “Artesanal Sex Shop” is eliminating toxic masculinity, especially
from sex education as the theme of the runway suggested, in Sánchez-Kane’s spring 2018 minicollection “Men without fear,” the focus is disrupting marginal masculinities. Inspired by the
ways in which drugs and human bodies are smuggled over the U.S./Mexican border, the clothes
resemble prison uniforms and styles that mimic the aesthetics of campesinos, muleros and even
the style of well-known narco Joaquín “el Chapo” Guzmán (Figure 3.12). The accessories—the
fake mustaches, water-bottles, and rabbit foot amulets—reaffirm the identity of these citizens as
immigrants, prisoners, brown and black bodies. If their identity is reaffirmed in terms of race and
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class their performance defies gender and sex-role stereotypes. This collection serves to
exemplify the disruption of marginal masculinities by ways of performing femininity.

Figures 3.12 and 3.13: Models during the presentation of Sánchez-Kane’s Spring 2018 minicollection “Men without fear”
A model wears a halter-top that uncovers their shoulders, another carries red roses, and another
wears a baby pink suit (Figure 3.13). Beyond colors and patterns, femininity is represented by a
man with wire breasts, and yet another man, pregnant with a fetus made of that same wire
(Figure 3.14). With her designs and accessories, Sánchez-Kane reminds us that femininities are
not exclusively about female bodies and vice versa—this collection includes a female model who
performs masculinity. Her fashion designs are one of the first cultural manifestations of gender
non-conforming expressions in Mexico. The very existence of gender bending people reveals the
violence of gender because it challenges the very idea of a single sex/gender identity. Thus,
gender-bending experiences suggest that normalization of a gender-binary categorization is
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violent in itself. Sánchez-Kane proposes a new subjectivity—that is, a generation of macho
sentimentales who bend expected gender roles without fear.

Figure 3.14: A “pregnant” model
during the presentation of SánchezKane’s Spring 2018 mini-collection
“Men without fear.”

In relation to fear, one thing that stands out about this collection is that all models—with
one exception—have their faces exposed. Typically Sánchez-Kane uses masks (wrestling masks,
modified cushions, hats, etc.) to insinuate an element of performance, but also to conceal the
identity of the wearer, echoing the vulnerability and risk that entails being a brown and black
cuir body. Beyond theatrically concealing identities, these masks sometimes carry a citation
(Figure 3.15). Queer scholars have already pointed out the implications of citation as political
strategies of resignification (Judith Butler). As Marcia Ochoa explains, “citation is not a
voluntary act; citation is an imperative for viable subjecthood” (477). In the case of this image
from “Citizen,” the viewer reads “If you are not able to stop yourself from assaulting people, ask
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a friend to stay with you while in public,” a phrase that echoes the common advice given to
women to avoid sexual assault. Marcia Ochoa argues that citation acts as a mechanism of
spectacle in the performativity of gender (477). In this sense, what is interesting about the
theatricality of the mask and citation is that Sánchez-Kane alludes to the violence of gender
while making visible gendered violence. The gender bender needs to hide their non-conforming
subjectivity after being forced into gender normativity. The systematic rape, forced
disappearance, and feminicidios12 that continue to increase in Latin America, especially in those
areas of extractive capitalism or in spaces where the neoliberal project has strongly taken root,
suggest that it is premature to renounce woman as a political category.

Figure 3.15: Photo from the
backstage of Sánchez-Kane’s
fashion show “Citizen.”

It is important to notice that there are two different forms of citation used in “Men
without fear.” Together they represent the difficulty of linking gender to the material conditions
of bodies. Without dismissing gender fluidity, the citations put the consequences of gendered
violence and the violence of gender into dialogue. As a symbol of masculinity, the mustache of
12

As Nuala Finnegan explains in her book Cultural Representations of Feminicidio at the US-Mexico Border, the
Spanish word feminicidio allows for a more expanded definition to included "its systematic nature on the one hand
and the involvement of the state on the other" (3).

164

these models has been replaced by phrases scrawled in black marker: “moral panic” and
“alternative facts.” Once more, the viewer has to organize the emotional chaos of SánchezKane’s designs. Beyond playing with masculine stereotype these mustaches point not only to the
moral panic that non-normative gender and sexualities provoke but also to the absence of panic
that feminicidios cause. “Alternative facts” can be interpreted in terms of non-normative ways of
understanding gender or in relation to the systematic murderer of women. Only one model has
their face covered and the viewers can read on the mask the phrase: “la violencia de género mata
mujeres” (Figure 3.16). The lesson from “Men without fear” is similar to the ones proposed by
“Citizen” and “Artesanal Sex Shop.” The gender bender might be the cuir political subject of a
near future—one that is already here and yet the current political climate—one that erases the
human value of women, immigrants and other gendered disposable bodies—compels us to still
look at the very real asymmetries between men and women.

Figure 3.16: Model wears a mask
that reads “la violencia de género
mata mujeres” during the
presentation of “Men without
fear” in 2018.
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Women’s cuir cultural production that focuses on trans experiences in Mexico might
provide modes of thinking and shaping alliances between feminism and trans issues. As I show
throughout this chapter, these cuir women find the possibility of new political subjects in gender
fluidity as long as these subjects are anchored in “woman” as political category in drag. What we
can learn from Jurado/Balmori’s case in the present is that one can bend gender while retaining
strategically gender binaries to show that the structural power relations that produce this gender
binaries in the first place do not easily disappear once that the performativity of gender is
revealed. Sánchez-Kane brings attention to the violence suffered by specific gendered bodies
through her new social agents—the gender benders. Together, they allow us to imagine spaces of
solidarity between cis-women, marginal masculinities, and gender non-conforming people in a
moment that feels like an impasse with the rise of transphobia and the violence of gender that
only continues to increase.
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Chapter Four
Magic Mushrooms with Muxe Maravilha: Cuir Futures, Decolonial Solidarities

A stage with a velvety red curtain, covered in gold and silver sequined flowers. In the
center, wearing a tight black dress and shiny earrings, singing a traditional bolero in a beautiful
voice, Mabel—the main character of the Mexican film Carmín tropical (2014)—embodies the
fantasy of becoming a diva. Tightly framed, her upper body fills the screen with empowerment
and beauty. However, Mabel will be murdered off-screen minutes later with the killer making
sure that he erases any traces of her empowerment. Mabel will die with her hands tied with tape,
stabbed approximately twenty-seven times, after being raped by her best friend’s killer. Before
Mabel steps on stage and starts singing, the viewer is already aware of her fate. By combining a
close-up with a long duration shot and the melancholic sound of the bolero, director Rigoberto
Perezcano anticipates and guides the viewer’s response—marked by a profound sorrow that
awaits Mabel’s inevitable future—highlighting her as a character trapped between two
contradictory narratives, those of a diva and a victim, of life and death.
Following a different path, in Guadalupe (2012), a graphic novel written in Portuguese
(and some Spanish) by the Brazilian writer Angélica Freitas and cartoonist Odyr Bernardi, the
characters embark on a journey where life and death create a complicated network that
guarantees the possibility of envisioning a future for Guadalupe, the main character. On the eve
of her thirtieth birthday, Guadalupe receives a phone call announcing her grandmother’s death.
Since she owns a car, Guadalupe is the only one who can fulfill her grandmother’s wish to be
buried in her hometown in the state of Oaxaca, Mexico. While traveling to this unnamed town,
Guadalupe and Minerva, her transvestite uncle give a ride to a mysterious man who ends up
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being the servant of XYZótlan, an invented indigenous god of death. Minerva reveals herself as a
muxe superhero(ine), beating this god of death whose sole purpose is to take them to the
underworld.
By using the film and the graphic novel as points of departure, in this chapter, I explore
the relationship between cuiridad, temporality, and narratives of national modernity. While
Carmín tropical reaffirms a colonial view of cuir indigenous identities from within nation-state
politics, Guadalupe offers a critique of these same colonial discourses and outlines a way of
practicing solidarity outside the constraints of the nation and beyond individual identity models.
By colonial discourses and as I briefly explain in chapter three, I refer to the perpetuation of
colonial structures of domination in our new global realities, that is to the stratification of people
in terms of categories of power and to economic systems of exploitation, such as neoliberalism. I
suggest that rather than addressing and validating forms of gender and sexual subjectivity that
could be categorized as cuir, these cultural objects offer an opportunity to understand cuir as a
decolonial project seeking to create new forms of solidarity and alliances.
Carmín tropical and Guadalupe are two of the most recent cultural productions that
feature a muxe as a character. Muxe is a Zapotec gender assignment that persists in the
Tehuantepec isthmus in a region called Juchitán in Oaxaca, Mexico. A muxe is a person whose
birth sex is male but identifies as female or as gender non-conforming, with the performance of
the female gender more common for muxes. As an indigenous cuir identity, the muxes embody a
gender that is not recognized by the colonial sex-gender system. Therefore, Juchitán—with its
customs that fall outside heteronormative and heteropatriarchal structures—has drawn the
attention of anthropologists, feminists, and the cuir community.
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Since the publication of the collaborative book between Graciela Iturbide (photos) and
Elena Poniatowska (text) titled Juchitán de la mujeres (1989), as a space that challenges
normative ideas of gender, Juchitán has been portrayed as a mecca of cuir feminist futurity. This
project looks into female relations and posits Juchitán as a kind of matriarchal society, praising
the strength and power of indigenous women:
Juchitán no se parece a ningún otro pueblo. Tiene el destino de su sabiduría
indígena. Todo es distinto, a las mujeres les gusta andar abrazadas y allí van
avasallantes a las marchas, pantorilludas, el hombre un gatito entre sus piernas, un
cachorro al que hay que reconvenir: <<Estáte quieto>>. Caminan tentándose las
unas a las otras, retozando, invierten los papeles: agarran al hombre que desde la
valla las mira, tiran de él, le meten mano mientras le mientan la madre al gobierno
y a veces también al hombre. Son ellas quienes salen a las marchas y les pegan a
los policías. (Poniatowska 14)
As David William Foster has demonstrated in his article “Género y fotografía en Juchitán de las
mujeres de Graciela Iturbide,” in this book Juchitán serves to question the nation’s modernity
projects in relation to feminist ideals, within which it cannot be modern without shaking off
patriarchal structures. For Poniatowska and Iturbide, the key to achieving modernity is the
radical difference of a space such a Juchitán: “Juchitán de las mujeres se trata de un reino en el
que la mayor fascinación para las autoras tenía que ver con un universo de género y sexo en el
que las cosas no eran “como debían ser” en la sociedad mexicana dominante” (Foster, “Género y
fotografía…” 68). The writer and photographer invite the viewer to be more like the women in
Juchitán, ignoring the structural inequalities and gender violence that the juchitecas have to
endure every day. The most famous photos like “Nuestra señora de las iguanas,” “Magnolia,”
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and “Fiesta del lagarto” represent a model of femininity that challenges bourgeois notions of
womanhood. These photos frame Juchitán’s women as big, strong, emancipated, and politicized.
The authors created a feminist cuir utopia—two images portray muxes, linking the project to
cuiridad—to propel their liberal feminist ideas to the rest of the nation.1
Sadly, this cuir feminist utopia still predominates in discourses about Juchitán, as implied
by the title of the film Juchitán, Queer Paradise (2003) directed by Patricio Hernández. In this
film, Juchitán becomes “Juchitán de las locas,” a space where sexual dissidents are welcome and
accepted without any repercussions. Most of the representations done by outsiders of Juchitán,
portray indigenous gender and sex relations in an idealized way that reaffirms rather than
challenges colonial discourses, and continues to reinforce liberal feminist/cuir ideals. Therefore,
it seems to me that the figure of the muxe as represented by the foreign gaze (anyone that comes
from outside Juchitán) needs to be rethought in a way that can potentially elucidate a future for
cuiridad in spaces marked by coloniality—that is, a future that does not reproduce a cuir liberal
utopia.
In the last decades, queer scholars have discussed what is the time of queerness: the
present or the future. While some scholars view the present as jouissance, for other scholars the
political potential of futurity is in the utopian, understood as potentiality. In his book Cruising
Utopia: The Then and There of Queer Futurity, José Esteban Muñoz claims that shouting down
utopia is an easy move: “My investment in utopia and hope is my response to queer thinking that
embraces a politics of the here and now that is underlined by what I consider to be today’s
hamstrung pragmatic gay agenda” (10). Muñoz’s theoretical ideas are highly situated in US

1

See more about Iturbide and Poniatowska’s normativizing forces in “Graciela Iturbide: Normalizing Juchitán” by
Leigh Binford.
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queer debates around what has been called the antirelational approach—that is, scholars who
seek to distance queerness from other aspects of “contamination” such as gender and race
(Muñoz 11). As Muñoz elaborates, racialized bodies do not have the privilege to renounce the
future and hope. Consequently, he argues for a queer theory invested primarily in futurity and
hope via the utopian impulse. Utopia is perceived as a certain surplus in the present that promises
a futurity, something that is not quite here (Muñoz 7). Ultimately, Muñoz proposes that
queerness is always on the horizon and the political value of queerness is that it is always elusive
and cannot be fixed in the present.
However, Muñoz recognizes that futurity can be a problem. By the end of Cruising
Utopia, the reader senses a new type of temporality where the future and the present do not exist
in rigid binaries but in a more fluid way of feeling time. By bringing his ideas of queer futurity
into different geographies—from the US to Mexico—I wonder if the future can stop being a
fantasy—not necessarily of heterosexual reproduction, as Muñoz sees it—but of imperial power
and queer liberalism. By queer liberalism I refer to the economically and politically
empowerment of sexual dissidents via an increasingly visible and mass-mediated queer
consumer style and by petitioning for rights and recognition before the law (Eng 3). As a case in
point of queer liberalism, some of the utopian impulses that Muñoz discusses are contained in
Andy Warhol’s can of Cola Cola and in the pleasurable effects of Ecstasy in queer spaces, acts
that represent this mass-mediated queer consumer style. Muñoz does not go so far as to consider
neither where nor how MDMA is produced nor the violent history of drugs that mostly affects
spaces in a state of coloniality. If these utopian impulses help trouble race relations inside the
US, they do little to counteract the imperial power that sustains gender-based violence in places
such as Mexico. My archive suggests that utopia and hope are not the tropes to build a future.
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The surplus that allows futurity in Guadalupe is self-reflexivity and political action, and both are
born as a response to colonial power.
The figure of the muxe puts forward some important nuances about the redefinition of
discourses and practices that involve gendered and sexual bodies to effectively counter colonial
discourses of cuiridad and feminism. The question suggested by my archive is how to create
alliances and spur solidarity between cuir indigenous people and cuir non-indigenous people
without romanticizing the muxe nor simply appropriating or exploiting Zapotecan gender
conceptions and practices. Moreover, the muxe imaginary that I address here moves us away
from utopian impulses like the ones of Juchitán de las mujeres or Juhictán, queer paradise and
links cuiridad to different forms of activism that are not attached to pleasure or hope, emotions
that commonly belong to outsiders. By analyzing the figure of the muxe as an outcome of strange
temporalities—meaning as a result of combining past, present and future in a single moment of
time—I explore the possibility of detaching cuiridad from individual identity (the liberal model)
as the first step toward envisioning new models for a decolonial cuir future.2 As an example of
this strange temporality, the muxe culture disrupts the traditional vela festivals (religious
indigenous fiestas that honor different saints) by creating a three-day festival called Vela de las
intrépidas to celebrate gender fluidity.3 These muxe velas combine pre-Hispanic totenism with
the urgency of making visible the necessities of the Zapotecan cuir community (AIDS
prevention, homophobia, etc.). At the same time, this need to recognize indigenous cuiridad
2

The necessity of detaching cuiridad from identity politics in the case of Latin America has always been central in
cuir approaches among Latin American scholars. Two examples come to mind. In A Queer Mother for the Nation:
the State and Gabriela Mistral, Licia Fiol-Matta precisely argues that she will not use a queer discourse to talk about
Mistral’s sexual identity and states: “queerness is, above all things, a shifting position, not an identity to be applied
across the board to any off-center situation” (xxix). In the same vein, in relation to migration studies and the
“Latino” diaspora, María Amelia Viteri encourages us to understand queer not as a category that by definition
contains one thing but as “potentially porous and permeable spatial territories” (14).
3
The muxe velas started with the Auténticas intrépidas Buscadoras del Peligro, an activist group that was created in
1975 to organized private gatherings (Fornaro).
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comes from the global sexual liberation movements of the sixties and seventies. For example,
Amaranta Gómez Regalado explains that the muxes adopted transvestism during the sixties and
seventies as a result of LGBTTTI movements:
Los primeros signos de travestismo, en los 60 y 70, fueron que las muxes
empezaron a usar ropa muy colorida, con blusas anchas y adornos con flores
cuando salían a la calle. Esto inició un doble proceso de aceptación. Por una parte,
la orientación sexual, y por otra, la inclusión de la vestimenta. Ya entrados los 80
y en la década de los 90 el transvestismo se expresó libremente. Eso tuvo que ver
también con la visibilidad de la cultura gay en los medios, en la tele. Aparecieron
los shows travestis, y las muxes empezaron también a trabajar allí. (in Fornaro)
This muxe activist and anthropologist explains that the Zapotecan gender/sex system has
managed to survive by adapting national/global modernity to their customs and not vice versa.
Therefore, the muxe present her/himself as the result of strange temporalities.
The muxe is an illustrative example for discussing the future of cuiridad in Mexico
because it forces us to consider time differently and moves us away from a future based on
utopian impulses. Between Zapotecan culture and neoliberal practices, both enacting a past and a
future in their present lives, as the result of living both in a strange temporality and space, the
muxe reminds us that the time of cuiridad are those moments of displacement where a wrinkle
containing different fragments of time is produced. Moreover, seeing the muxe as a temporal
arrangement reveals their own normative proclivities—that is, the heteropatriarchal residuals
from the colonial encounter such as the erasure of other sexual dissidents (i.e. the nguiu).
Moreover, looking into muxes illustrates one of the theoretical conundrums of using cuiridad as a
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way of disrupting coloniality—meaning that in Latin America, cuiridad is already a process of
negotiation/translation with Western discourses of gender and sexuality, a cultural exchange that
has been understood mainly as theoretical colonialism, that is the imposition of theories
emerging from the North to the South. Because the figure of the muxe embodies the process of
negotiating two different temporalities to defy colonial power, this figure can potentially help us
move on from understanding cuiridad as a result of US influence.
It is important to recognize that Carmín tropical and Guadalupe are not cuir indigenous
productions. Rigoberto Perezcano and the authors of the graphic novel do not have an intimate
connection to the Zapotecan language or to their territory.4 However, these cultural producers
have expressed the desire of making cultural objects that honor and foster alliances with
indigenous cuir culture. Due to my own positionality as a non-indigenous cuir cis-woman
scholar, I am interested in the ways in which popular culture attempts to build these alliances and
networks of solidarity with political subjects that have been excluded from the nation or from
mainstream LGBTTTI and feminist politics, such as the muxes. As non-indigenous cultural
producers, Perezcano, Freitas and Bernardi have the necessary cultural capital—mainly in terms
of language, class and ethnic privilege—to put a muxe imaginary into mass circulation.
However, this is not the case for indigenous artists and writers who still remain excluded from
the lettered city but also from the broader production of popular culture.
Because of the lack of spaces to promote the work of indigenous people, privileging the
work of non-indigenous artists using a muxe imaginary instead of working with muxe cultural

4

For the Mexican state, legally it is enough to self-describe as an indigenous person to be considered one. However,
linguistic criteria are constantly used to establish with certainty indigenous ascription. Also, other other cultural
knowledge can be used, such as traditional clothing. To see more about the politics of indigenous representation see
“La sangre, la lengua y el apellido. Mujeres indeigenas y estates nationals” by mixe writer Yásnaya Elena A. Gil.
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producers such as Lukas Avendaño or Amaranta Gómez Regalado is problematic. But so is socalled “empathic” knowledge production (Driskill et. al. 214), a way of doing cultural criticism
that assumes that the representation of cuir indigenous culture will serve as an emancipatory path
for cuir indigenous people. By centering my analysis in non-indigenous cultural productions that
address muxe imaginaries, I propose that the future of cuir alliances requires monumental selfreflexivity (Driskill et. al. 216) and a willingness to work from uncomfortable spaces—in this
case, the very problematic representation of cuir indigenity by the foreign gaze. While Carmín
tropical reproduces an empathic strategy as a vehicle for political action, Guadalupe’s proposal is
precisely that of self-reflexivity. For this reason, I use Carmín tropical and Guadalupe as entry
points to imagine the possibility of a cuir future, one that envisions other emancipatory models
that do not reproduce hegemonic western LGBTQ politics or liberal cuir-feminist ideals but that
promote the creation of affective decolonial networks of solidarity.
4.1 “Un poco más y a lo mejor…” The Backwardness of Carmín tropical
I began this chapter describing the last scene of the Mexican film Carmín Tropical,
released in 2014, in which Mabel sings a popular bolero minutes before her murder. The song is
about a love story that is near its end, but the female lover asks her beloved for a little bit more
time: “un poco más y a lo mejor nos comprendemos luego,” says the first verse of the song
written by the famous songwriter José José. As the song suggests, time can produce other worlds
and these new spaces have the potential to alter Mabel’s life. As I mentioned before, Mabel is a
muxe who, in the film, occupies a cuir position trapped in narrow narratives that result in her
death. I read Mabel’s murder in relation to a linear (straight) conception of time—that is, her life
is imagined according to the logics of normative markers of life experience: birth, job, marriage,
reproduction, and death (Halberstam, In a Queer… 2). This linear time also accentuates
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narratives of modernity and backwardness that are attached to space. By imposing a linear
conception of time on a cuir subject, I argue that the film accentuates and reproduces a
coloniality of gender that annihilates Mabel’s future while also preventing the possibility of a
cuir future presenting Mabel as a character who will be killed by the end of the film reaffirms a
colonial approach to gender and sexual difference—that of punishment. With Mabel’s
assassination the hope for a non-normative futurity is erased.
Carmín tropical narrates the story of Mabel, a muxe as I noted above, who goes back to
Juchitán after the murder of her best friend Daniela (also a muxe) to deduce who the killer is.
While trying to figure out who committed the crime, Mabel starts dating Modesto, the taxi driver
who drives her all over town in her quest to find who killed Daniela. Ultimately, Modesto reveals
himself to the viewer as the murderer. As a gift for Mabel’s successful performance singing,
Modesto wraps up a gift box containing the same type of tape used to immobilize Daniela’s body
and the last piece of the puzzle, the same one that Mabel has been chasing throughout the film: a
photo with a cut out face. Inside one of Daniela’s stuffed animals, Mabel finds some intimate
photos of Daniela with a man. But the face of this man has been neatly cut off. Then, Mabel
assumes that the gap can be filled by the killer’s face, an instinct that will be revealed as true in
the last minutes of the film. During these last minutes, we see how Modesto carefully tapes his
cut face to the gift box. The viewer anticipates Mabel’s transfeminicidio: hands tied with tape,
stabbed approximately twenty-seven times, after being raped by her best friend’s killer to later be
abandoned on a deserted beach. In Carmín tropical, Mabel dies as a result of her cuir indigenous
identity.
Expanding Aníbal Quijano’s notion of coloniality to include gender and sexuality,
feminist scholar María Lugones argues that there is a dark side to the colonial/modern gender
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system that perpetuates today’s gender and sexual violence: “The dark side of the gender system
was and is thoroughly violent. We have begun to see the deep reductions of anamales,
anafemales and “third gender” people from their ubiquitous participation in rituals, decision
making, and economics; their reduction to animality, to forced sex with white colonizers, to such
deep labor exploitation that often people died working” (206). Furthermore, Héctor Domínguez
Ruvalcaba explains that sexual domination is one of the most significant forms of colonial
interaction and proposes the term coloniality of sex. This term “refers to the punishment of
difference as a way of correcting gender expressions and sexual practices. Sexuality, then, seems
to be at the center of a multifaceted violence that includes physical pain, fear, exclusion,
invisibility, moral condemnation and even death” (21). Mabel’s death is a punishment carried out
by Modesto as a way of correcting the backwardness of Mabel’s indigenous culture and gender
identity. Mabel embodies the dark side of the colonial/modern gender system, which in her
present annihilates her future. Therefore, while attempting to recognize the complexity of the
muxe identity, Perezcano’s film ultimately—and quite literally—erases this complexity by
subscribing Mabel to a straight temporality, one marked by her death that destroys her future. It
seems that in Carmín tropical the havoc and perpetuation of colonialism are far too strong to
move beyond narratives of punishment and death.
The simplest reason why the film fails to imagine a better outcome for Mabel rests in the
fact that it does not move beyond the task of making visible the lives of cuir indigenous people
for a non-indigenous audience and beyond the intention of denouncing gender violence in
Mexico. In other words, providing a space of representation for muxes and reproducing the
cruelty of transfeminicidio are not sufficiently political strategies of resignification. In fact, this
representation reproduces liberal emancipatory strategies that help maintain the coloniality of
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gender in the first place, similar to those that Poniatowska and Iturbide explained in my earlier
analysis. A theoretical problem arises when we ask ourselves if the best way to approach this cuir
future—that is, a space and time where non-normative sexual and gender dissidences can exist
freely and outside the constraints of the nation—is through a narrative of death with a cis-male
character performing a muxe. In the film, cis-male actor José Pecina acts in the role of Mabel.
Although I believe that this form of representation leaves much to be desired, I am more
interested in the type of political discourses that the movie promotes. As an example, the last
scene described at the beginning of this chapter, appeals to the audience’s emotions. The viewer
feels anxiety and a profound sorrow at the prospect of Mabel’s inevitable transfeminicidio. Thus,
Perezcano appeals to the viewer’s empathy and hopes that this empathic reaction can bolster
conversations about gender-based violence that could potentially lead to political changes and to
a cuir future. The problem is that neither empathy nor individualism—represented by the love
story as I will explain further—promote the necessary self-reflexivity to create political alliances,
and only these alliances can challenge the power relations of coloniality.5
One of the film’s most beautiful features is the treatment of space. The careful
photography by Alejandro Cantú intends to both romanticize and condemn Juchitán as a place
full of possibilities but trapped in an unfruitful past. However, Juchitán occupies an extraordinary
geographic position, which allows the Zapotec culture to clearly maintain a strange temporality:

5

Judith Butler has explained these types of alliances by contrasting #MeToo with #NiUnaMenos. These movements
represent two different kinds of feminism—one based on an individual emphatic way of building solidarity and the
other as a collectivity born from the different legacies of gender violence: “Ni Una Menos is a movement that has
brought millions of women into the street across Latin America to fight violence against women, trans people and
the indigenous. The slogan “not one less” means that not one more woman will be lost to violence. Importantly, this
is a call that is uttered by a collective: “Not another one will be lost from the class of women, this expanding
collective that resists the violence directed against them.” But also: “As women, we will not lose another life.” The
movement is not based on a narrow idea of identity, but is a strong and intensifying coalition that draws support
from women and trans people who are workers, who belong to unions and churches, who may or may not have any
relation to universities” (Butler in Yancy).

178

a mix between the pre-Columbian and the neoliberal period—past, present, and the future,
altogether. At the center of the commercial zone between Chiapas, the Itsmo oaxaqueño and
veracruzano, and near the border with Central America, Juchitán enjoys a social, political, and
economic singularity. Also, in pre-Columbian times, its location favored its independence from
the Aztecs. As Alfredo Mirandé explains in the introduction to his ethnography titled Behind the
Mask. Gender Hybridity in a Zapotec Community, when the Spaniards arrived in Oaxaca they
did not find a unified Zapotecan nation-state with a single governor, nor an ethnic group
dominated by the Aztecs, but rather a complex and fragmented culture that has survived until
today. This spatial singularity is erased in the film, suggesting Juchitán is a backward space that
operates as a repository of the past that cannot offer future possibilities other than death. This can
be seen with the representations of the beach in the film (Figure 4.1). It is interesting to point out
that the ocean never appears in the film. The beach stands as a hostile place (half-dead grass) in
ruins (half-built structures) instead of representing the economic advantages that the port offers
to Juchitán. The beach is nothing more than a site of death, a feature further accentuated, as it is
the place where Daniela’s body was dumped.

Figure 4.1: One
of the beaches in
Carmín tropical
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In Carmín Tropical, the careful arrangement of things in private spaces—which could
remind the audience of a dollhouse, where everything is arranged to sustain childish fantasies—
combined with fixed and long duration shots, can be interpreted as a stage that simulates the
stagnation of time in Juchitán (Figure 4.2). Other times, especially in more intimate spaces, such
as a table full of photos of family and friends, the way the space is framed reveals the
complexities of Juchitán, a space trapped between several wrinkles—those of the past combining
with present and future (Figure 4.3). In public spaces, such as the beach, the photography
accentuates Juchitán’s lack of productivity, as if the place were totally divorced from any type of
privileged geographical position, past or present.

Figure 4.2: Part of Daniela’s kitchen.

Figure 4.3: A traditional altar of the death in
honor of Daniela. Here the pagan traditions
meet Catholicism, creating a palimpsest
between two different times.

Other times, it highlights Juchitán as a place where strong friendships and a sense of community
sustain the town. For example, Mabel complains several times that outside Juchitán it is difficult
to sing because no one will open a space for her in their bars, while in Juchitán everybody helps
each other. In Carmín tropical, both Juchitán and the muxes are disposable because they are
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trapped in a linear time where the future is associated with a productive territory. Then, they are
fastened to a linear time that not only affirms death as the colonial strategy for annihilating a cuir
future, but that also sees the past as something fixed that can only harm the possibilities yet to
come.
Instead of mobilizing time, the way Juchitán is depicted in Carmín tropical freezes it in a
permanent state of coloniality. The brief moments where Juchitán or the muxes are portrayed in a
more positive way, are aimed at recreating a romanticized ancestral culture with an emphasis on
their sex-gender system. Instead of disrupting the violent effects of coloniality, these brief
moments sustain and perpetuate this violence. Obviously, I do not think that this was the
intention of the film. On the contrary, I suppose that beyond recognizing muxes, the film aimed
to show how cuir people were born in colonial time, when the colonizer deemed non-normative
sexualities sinful and condemnable, in order to show how this moment still affects the present to
the extent of punishing these cuir cultures with death. The problem of the film is in killing Mabel
because she dared to go back to a somehow backward city and avenge Daniela’s death, or in how
danger always comes from the foreign—in this case, also meaning modern. Modesto is the only
character with a car, which precisely creates a linear time that underlines a hierarchy between the
past and the present that annihilates the future.
Carmín tropical breaks with the utopian narrative of Juchitán as the mecca for cuir
futurity, but the result is not that different from previous depictions of the gender/sex system of
this town. As in the case of Juchitán de las mujeres, Perezcano situates Mabel’s story inside
nation-state politics that ultimately freeze time and the possibilities of political action. Making
Mabel’s death a problem of national modernity versus backwardness ultimately does not do
much to benefit the muxes nor to disturb heteropatriarchal gender relations. After all, Carmín
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tropical is a love story that depicts Mabel as a helpless victim without any possibility of
becoming a body that matters. As soon as she returns to Juchitán—the backward city outside the
nation—and falls in love with Modesto, she is doomed. Mabel’s story ends up reproducing
gender-based violence by showing her transfeminicidio as the result of love—Mabel is singing
her love for Modesto minutes before her transfeminicidio—and a cuir indigenous identity
trapped between modern and pre-modern discourses of gender and sexuality. Her death ends up
being the result of love and not an outcome of the systematic gender-based violence that
permeates today’s Mexican landscape, where ten feminicidios are reported daily, and from 2007
to 2019 about 460 transfeminicidios have been reported according to Centro de Apoyo a las
identidades Trans A.C.
As Sayak Valencia explains, trans and gender-variant women are not only killed as
women, but are also "killed socially for disobeying the biologist mandate of conforming to live
in a body whose gender has been assigned medically and with which they do not identify. They
are erased from the conceptual map of the possible and what can be enunciated”
(“Necropolitics…” 182). Beginning with numbers and the names of the victims of
transfeminicidio, in her article “Necropolitics, Postmortem/Transmortem Politics, and
Transfeminisms in the Sexual Economies of Death,” Valencia shows how this gender-based
violence is attached to economic and political structures, making the case for understanding this
violence as systematic and not as the result of simple individual choices, as Carmin tropical
suggests. Taking this into account, I wonder if taking a little more time to understand Mabel's
gender identity could make a difference, as the song she sings suggests. The answer to this
question is hidden in the following verses: “Un poco más, volvamos al camino del amor, no
importa lo que tenga que olvidar”—that is, the lover is willing to forget everything if it means a
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little bit more time with her lover. Mabel’s transfeminicidio should not be about comprehending
her cuir indigenous identity or not. It should be about the colonial gender-based violence that
made her a target in the first place.
Why is Mabel singing a song that invites her (and the viewer) to forget her own
transfeminicidio and that of her friend in the name of love? Mabel is singing a song that states
that if her lover takes her life it will not matter because she already gave him everything and she
does not have anything else to lose. The song shortens the distance between the spectator and
Mabel by making love a central aspect of her transfeminicidio. After all, we have all suffered the
consequences of romantic love and, according to the emphatic logic of the film, this is how we
can feel the gender-based violence suffered by Mabel. Thus, the role of the viewer completes the
violent circle of punishment or the so-called coloniality of sex. Mabel is killed by the colonial
system but what makes her transfeminicidio visible is a love story. Ultimately, the viewer
becomes an accomplice of her transfeminicicido—either by falling in love with Modesto or by
giving into the romantic plot. By feeling empathy toward Mabel's story, Perezcano hopes to
spark awareness about gender-based violence. However, he instead freezes Mabel between the
oppressive and normative narratives of becoming a diva or a victim. The remaining questions are
if Mabel’s story could be told following a different conception of time and space that would
allow her to live and have a cuir future; or if we as foreign spectators can seek other ways of
solidarity and alliances beyond recognition and feelings of empathy.
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4.2 How to Build a Future with Magic Mushrooms: The Decolonial Proposal of the Foreign
Gaze
In January 2008, the Brazilian poet Angélica Freitas went to Mexico to participate in
Tránsitos y Geografías—Encuentro de Poesía Brasil-México, a poetry gathering between both
countries. This trip provided the starting point for Freitas’s next two books: a collection of poems
entitled Um útero é do tamanho de um punho and the graphic novel Guadalupe, illustrated by
Odyr Bernardi, both published in 2012. What initially interested me about these books was the
foreign gaze cast toward questions of gender and sexual politics in Mexico. While in Um útero…
Freitas conveys her horror in the face of the patriarchal oppression suffered by Latin American
women,6 in Guadalupe, a muxe becomes a superhero(ine). In the case of Guadalupe, the
representation of Mexican gender politics is made all more acute because the gaze comes from
outside the nation. Not only is the final cultural object published and circulated in Brazil, but also
the main character is a Mexican indigenous cuir subject that due to its gender, sexual, and ethnic
identity remains outside the protection of the nation-state.
Focusing on the graphic novel, I propose that Guadalupe could be read in relation to cuir
time and space: Minerva, the muxe character, physically engages with a space outside linear
(straight) time to fight the made-up god of death XYZótlan. In doing so, the muxe maravilha
(Wonder Muxe) saves their niece from the clutches of this god, opening the possibility of a
future. This future is not only possible because of the fold where past, present, and future are all
together—in the graphic novel, this is viable because the characters eat hallucinogenic
6

In Literary and Cultural Relations between Brazil and Mexico: Deep Undercurrents, Paulo Moreira explains that
Freitas was invited to a funeral with live music (this triggered the road trip in Guadalupe). However, Freitas never
attended the funeral “because she accompanied another friend on a visit to an abortion clinic in Mexico City. The
hostility outside the clinic, where protesters confronted patients and clinic workers left an impression on Freitas,
who started at the time writing Um útero é do tamanho de um punho” (166).
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mushrooms, a drug that allows her to, at least in the realm of the imaginary, disrupt time and
space—but also because the act of cuirizarando temporality causes Minerva’s transformation
from transvestite to a muxe, which condenses the limits and possibilities for a cuir decolonial
future (Figure 4.4). Minerva’s revelation as a muxe functions as the embodiment of a cuir action
that highlights difference as a site of cuir possibility—as long as this difference always remains
troubled.

Figure 4.4:
Minerva’s
transformation
from a transvestite
to the muxe
maravilha. It is
important to notice
how her delicate
features are
blurred when she
transforms into the
powerful muxe
maravilha.

As I mentioned before, Guadalupe is the story of road trip to Oaxaca for a live music funeral for
Guadalupe’s grandmother. Due to the hazards of traveling, Minerva turns herself into a muxe
maravilha with the help of hallucinogenic mushrooms and by invoking the powers of the
discotheque cult-band The Village People. Additionally, the story is interrupted several times by
other past and present adventures—meaning that the time of the story itself is non-linear. One of
these adventures occurs when Guadalupe, after eating mushrooms, turns into a super heroine,
chosen by the ancestral powers to protect the image of the muxe from international corporations
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that are seeking to appropriate the powers of mezcal and the muxes to export them as goods
thanks to the free trade agreement (Figure 4.5). Embodied as non-linear temporalities, these cuir
transformations are key to the process of envisioning both a future for Guadalupe, away from the
protection of her uncle—Guadalupe works in Minerva’s bookstore and enters the gay community
through her uncle—and a decolonial cuir future for all the characters involved in the graphic
novel.

Figure 4.5: A muxe silhouette is ready to be fill with an uncertain meaning. On the other
side, Guadalupe rises as the protector of the muxes against international corporations that
want to appropriate the muxe to create future soldiers in service of neoliberal ideas.
Guadalupe’s job is to defend the cultural patrimony of Mexico.
Obviously, Guadalupe is a humorous graphic novel with an imagined Mexico, full of
made-up myths, and with a cuir mix of Spanish and Portuguese—a language that highlights that
not everything is translatable unless we cuir it (i.e. XYZótlan). But this cuir language also defies
the constraints of the nation and invites us to redefine what nation-state politics are in a time and
186

space where those same boundaries are being contested and reshaped. It is precisely through this
unique way of representing the Mexican nation, with a mix of death rituals, mezcal, and the
muxe imaginary that Freitas and Odyr are able to create a complicated time and space in the
graphic novel that serves as a platform for feeling time and space differently—always out of
joint.
Guadalupe represents the foreign gaze both at Mexican rituals and at the muxes. If we
acknowledge that the voices of the creators are disguised in this character, we can link
Guadalupe’s transformation—from an oblivious urban woman to a super heroine ready to defend
the ancestral powers of the muxe—to the crossroads experienced by the creators as outsiders,
who are trying to discover how to represent the other, especially if this other is at the same time
complicit and not of the heteropatriarchal structures that Guadalupe and Freitas criticize. As a
case in point, Guadalupe is uncomfortable with how her uncle so easily navigates Mexico's City
cuir scene while she cannot perform in the same way because of her gender. When Minerva
reveals him/herself as a gender variant person, Guadalupe interrogates this transformation in
relation to the one of her grandmother, an nguiu (a person assigned female at birth but who
performs in a masculine way) and who had to flee Juchitán for performing masculinity and for
expressing her desire for other women. Guadalupe wonders how cuir the muxe gender/sex
system is, finding an answer at the end of her journey, as I will further explain.
As outsiders, Freitas and Odyr can either choose to exploit the muxe imaginary or create
a traversed/troubled image that constantly challenges several approaches to cuir representations
of the colonized other. I believe that in Guadalupe, the latter path is followed in several instances
while Carmín tropical would be an example of the other. The artists do not simply recreate or
represent muxe imaginary. Rather, they communicate a muxe knowledge, to do something else. I
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argue that this “something else” is to envision decolonial paths of feminist cuir solidarity through
self-reflexivity and uncomfortable alliances, the latter of which represented by Guadalupe’s
decision to make an alliance with muxe ancestry despite their patriarchal proclivities to fight
back against neoliberal corporations.By avoiding a representative intention, in Guadalupe
representation is questioned as a cultural approach that can erase the bodies/identities being
represented. But without neglecting that in order for people to care about the muxes, they need to
be visible in mainstream popular culture. This point makes more sense when we look to the field
of anthropology or sociology and their studies on muxes, where often representation is a form of
erasure. For example, the muxe is usually assimilated as a transvestite or third gender, erasing
their history, culture, and sex/gender system with the simple intention of making muxes “legible”
for the west.7 Finally, Guadalupe is a literary exploration of the theoretical conundrum between
understanding the muxe solely as an ancestral hermetic gender or translating it into western
terms as another form of colonization. This exploration suggests that the muxe is neither a
hermetic ancestral gender conception nor a cuir subject. I argue that in Guadalupe the muxe takes
a cuir positionality to envision a strange time and space—a place and moment that can hold
everything together.
As Minerva shows in the story, whether she chooses to position herself as a transvestite
or a muxe depends on where she is—either in a neoliberal cuir Mexico City or in a weird place
near Juchitán. But her decision is also affected by the disruption of linear (straight) time. In
Guadalupe, the muxe maravilha results from the collision between the past—the ancient drug
7

An example of this is the work of Veronika Bennholdt-Thomsen, or more recently, Alfredo Mirandé. These
sociologists explore muxe identity formation in relation to third sex or transgender identity. On the other hand,
anthropologist Guillermo Nuñez Noriega has dedicated his work to showing how European modern concepts of
sexual identity (mainly gay) do not capture the sexual-gender systems of Mexican indigenous cultures. However, his
research is focused on rural communities of Northern Mexico. See more on this in Just Between Us. An
Ethnography of Male Identity and Intimacy in Rural Communities of Northen Mexico and Hombres indígenas,
diversidad sexual y VIH-Sida.
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rituals performed through eating a mushroom that reveals her muxedad—and the present,
represented by The Village People and Wonder Woman. It is worth clarifying that the drugs
consumed by the characters in Guadalupe differ from those consumed by Munoz’s queer
subjects because of colonial histories. Eating mushrooms represents an ancient indigenous ritual,
a way of knowledge from spaces of resistance, while MDMA is a manufactured drug in spaces of
coloniality for the consumption of the so-called first worlds. Going back to The Village People,
this modern music group exemplifies many “modern” gay identities, giving Minerva another
type of power (a sense of community, a will to resist, to mention a few) that disrupts the muxe as
simply an ancestral non-western gender. On the other hand, appropriating the image of Wonder
Woman (and the Virgen de Guadalupe)8 is a statement, a somehow metaphoric alliance with
feminism, which by the end of the graphic novel will become crucial for Guadalupe's future.
All these instances determine the future of Guadalupe, who ends up realizing that nothing
is that simple. As a case in point, Guadalupe learns about why her grandmother Elvira had to flee
Juchitán. Only in Mexico City could Elvira have a future as a lesbian, an otherwise vulnerable
cuir position in a place like Juchitán. Because of patriarchy, even in Mexico City, this future is
only possible if it stays behind closed doors, while Minerva can openly dress and act like a
woman in both places—although, most likely not without consequences. What I want to suggest
with the example of Elvira’s example is that if we understand muxes only as an ancestral
hermetic gender, we run the risk of romanticizing the muxe to the point of seeing Juchitán as a
mecca for cuir futurity, as I explained at the beginning of this chapter.

8

In “Women’s Wondrous Power versus the Telluric Gods in Angélica Freitas and Odyr Bernardi’s Guadalupe,”
David William Foster explores the feminist aspects of the graphic novel, especially in relation to internationalist and
globalized feminist values.
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Juchitán, then, becomes even more extraordinary and exceptional—and therefore, an
“ideal space” to envision cuir futurity—if we think that it exists inside the dominant macho
culture in Mexico. The problem with this exceptional narrative is solely addressing the muxe as a
Zapotecan “third gender” that deserves special treatment only because it was demonized by the
colonial enterprise, without considering their pre-Columbian normativities; or even more
relevant, by trying to elucidate how time and space have substantially modified this gender/sex
system. Both attitudes erase the patriarchal and heteronormative practices of Juchitán. In this
regard I could not find any type of information about the nguiu. The nguiu has been erased
because it minimizes the seductive potential of the muxes to possibly lead us to a utopic queer
futurity for western eyes and for a Latin American cuiridad.
There is a longing throughout Guadalupe’s pages for a cuir possibility to live life in
different ways, times and geographies outside the constraints of the nation. After all, Guadalupe
is neither a Brazilian cultural production nor a Mexican one. Unlike Carmín tropical, where
death reinforces the state of coloniality, in Guadalupe death signals time not as linear, simply
because, and as Mexican folklore dictates, death is not the end of life but rather another
beginning. Therefore, the threat of death suffered by Minerva and Guadalupe is not a punishment
carried out by a colonial heritage combined with other types of violence, but instead an event
that holds the future together. Using death in this cuir way forces us to step out of linear
(straight) time to imagine a different future for cuir people. The beginning of this futurity starts
with exploiting the troubled zone that lies between colonial limitations and possibilities of
cuiridad. It begins with a reflection on our own privileged position and by taking advantage of
the odd space and the strange temporality in which Mexico has lived since colonial time—one
that is always out of joint. The future of cuiridad is lodged in these crossroads. In Guadalupe, the
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longing points toward this intersection that leads to a cuir time and space where everything is
both constantly present and lying in the time that has not yet come.
4.3 Drinking Mezcal with Wonder Woman: Popular culture and Cuir Solidarity
During the last decade, queer and feminist scholars have focused their attention on the
study of everyday culture as a counter archive of knowledge of cuir lives, gender, and sexuality.
With this type of culture, queer/cuir scholars can trace affective ways of adjustment as a step in
coping with the radical contingency of the neoliberal crisis—as Lauren Berlant does in Cruel
Optimism—or with the failure of progressive politics—in hopes of creating new ways of relating
to the world and to each other, as the work of Jack Halberstam does or as Macarena Gómez
Barris explores in relation to Latin America in her book Beyond the Pink Tide. From the study of
animated movies like Chicken Run and Monsters Inc to the radical beats of Chilean musician
Ana Tijoux, these scholars suggest that in our contemporary political climate there are very few
places to turn in search of political alternatives, but that one place is cuir popular culture.
In Latin America, “lo popular” and “lo cuir” constitute constantly re-constructed
categories that depend on a given historical time and geographical location, as I have been
showing with Minerva's transformation. In his article "'Lo popular'/Popular Culture: Performing
the Border of Power and Resistance," Ignacio Sánchez Prado gives a broad definition of popular
culture that serves to demonstrate the links between lo popular and cuir studies in the sense that
both are concerned with complex networks that mediate between “actors” or “bodies,” structures
of power, and the spaces that exceed those hegemonic structures. For Sánchez Prado, "lo
popular" can be defined as
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a complex network of traditions, genres, text, and activities…. That mediates,
through their historicized practice and/or performance, the relationship between
cultural “actors”… structures of power, hegemony, and/or capital…and sites of
resistance, or more simply, spaces that exceed those encompassed by hegemonic
structures. (264)
Taking this into account, it is not surprising that in Mexico and in the rest of Latin America, cuir
women are using popular culture to resist or decenter heteropatriarchal and heteronormative
structures of domination.
As Minerva shows in the story, whether she chooses to position herself as a transvestite
or a muxe depends on where she is—either in a neoliberal cuir such as Mexico City or in a weird
place near Juchitán. In Guadalupe, the muxe maravilha is the result of a strange temporality
performed through an idea of popular culture attached to the nation (mezcal, the ritual of the
death, etc.) and the global present, represented by The Village People and Wonder Woman.
Whether Minerva chooses to position herself as a transvestite or a muxe depends on whether she
listens to the village people or to the mariachi bands, revealing cuiridad to be unstable, always
local, and a result of a particular historical moment. Trapped between two different kinds of
power, one given by the notion of lo popular and the other by mainstream mass culture,
Guadalupe ends up realizing that popular culture will survive if it manages to incorporate
whatever is useful from global mass culture and discard the rest, while simultaneously detaching
itself from an idea of the nation. In the graphic novel, this is achieved through the invented
Mexico that is constantly decontextualized through Portuguese, a language outside the nation.
Ultimately, popular culture is what unites Guadalupe with her uncle, enacting a decolonial way
of building solidarity. It is decolonial because what holds them together is not their cuiridad—
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neither in terms of sexuality nor gender fluidity—but their desire to end international
corporations.
As Jean Franco has argued, the popular does not correspond to any stable group but
rather with the general problem of representation in neoliberal societies, here exemplified by
Minerva’s transformation from transvestite to muxe. National popular culture is used in the
graphic novel as way of resisting neoliberalism—again, a foreign corporation is trying to exploit
the powers of the muxe, echoing the foreign gaze’s current fascination with Juchitán as a mecca
of cuir futurity. On the other hand, global mass culture allows for the emergence of new
subjectivities that were previously erased by the Mexican nation, such as the muxe. Similar to
the malleability of Minerva’s gender, at the end of the story the tension between popular and
global mass culture is resolved not by hybridization, as Mexican cultural theorist Néstor García
Canclini famously suggests, but by perceiving how unstable these categories are and by
harnessing that instability as a political force. For example, Guadalupe uses this instability to
create a feminist cuir future for herself. As a lesbian woman and due to patriarchal structures, she
cannot bend her gender as Minerva does and obtain the same results. But through the
internationalist and globalized feminist values represented by the image of Wonder Woman,
Guadalupe finds the power to finally create a space for herself beyond her uncle’s protection. At
the end of the graphic novel, she does not know what this space looks like, but she does know
that it requires mediation between popular culture and global mass culture, an alliance with
feminism, and with indigenous culture even if it upholds patriarchal structures.
The tension in the graphic novel between understanding popular culture in terms of the
nation or instead as a crisis of representation, points toward another type of representational
crisis. Building on the performative model proposed by Judith Butler, queerness now more than
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ever suggests that identities are strategic, not essential, as we see with Minerva. In the case of
Guadalupe, this gender flexibility could mean that being socially identified as woman weighs
less in today’s society than it did in the past. If Guadalupe’s grandmother had to flee Juchitán
when she came out as a lesbian, Guadalupe can somehow freely live out her cuir desires. But
both grandmother and granddaughter still occupy a more precarious position than Minerva no
matter where they are in space and time. Because of the fluidity and theatricality of gender,
ruptures are easier and alliances with others multiply. But by invoking feminist history, the
lesson of Guadalupe is that trying to dismantle “woman” as a political subject could mean
political suicide. But also, rejecting cuir indigenous practices for their possible reproduction of
patriarchal structures is dangerous. Thus, the feminist/cuir move suggested by Guadalupe is
monumental self-reflexivity and a rejection of knowledge production that gives the sensation of
universality to challenge the power relations of coloniality.
Guadalupe is an example of how cuir women are snapping by using popular culture to
decenter heteropatriarchal structures in spaces of resistance associated with cuiridad. At the same
time, “lo popular” emerges as a decolonial approach to cuir experiences that often are understood
as simple neoliberal or neocolonial products. The work of Freitas adds to the work of musicians
such as Las yeguas del apocalipsis in Chile, to the performances of Susy Shock in Argentina or
to the theater project of Las reinas chulas in Mexico, among many others. Together they bolster
practices that represent new ways of organizing the political from affective experiences.
Guadalupe suggests a strategic return to the subject of feminism as a way of snapping at the
patriarchal structures that still permeate cuir studies and cuir representation. It proposes a way to
resolve the impasse between feminism, cuiridad and indigenity.
I conclude by pointing out that Guadalupe is not “popular” in the sense that it is not well
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known by the general public. This graphic novel is an example of how sometimes popular
culture does not always exist in the realm of popularity. Since lo cuir is still viewed either as
foreign to politics or as a “gender ideology” that seeks to destroy the traditional values of the
family, cuir culture carries the potential to be popular but remains in oblivion or in the worst case
scenario, is censored by the general public, as we saw with some of the cases studied in previous
chapters. Once more, turning to these artists can intervene in the material damage done in the
name of development, civilization, the traditional family, and so on.
By honoring the cuir work of Angélica Freitas and Odyr Bernardi I perform my own snap
at the way cuir culture has been approached in Mexican cultural studies—that is, by focusing on
those types of cultural objects that either promote an idea of the nation or are produced within
the so-called lettered city. Guadalupe will hardly be accepted as a “masterpiece” of Mexican
culture—that is, this graphic novel does not have a secure place in cultural “History” and it lacks
the power to build an intellectual community. Guadalupe exceeds the spaces encompassed by
hegemonic structures and exists outside the cultural canon. Because of this, this work presents a
challenge for cultural scholars focusing on cuiridad. This challenge lies in finding ways of
building a cuir canon that exceeds the normative structures of canon formation in the first place.
Popular cuir culture is a good starting point and demonstrates the urgency to snap at the Mexican
canon that I addressed in previous chapters. Finally, these pieces are not well known to the
general public, but they remain popular because they retain currency in contemporary societies.
With the rise of homophobia and with the gender violence that permeates Latin America, it is not
only time to pay attention to the radical potential of cuir women’s popular culture, but as
feminists all over Latin American keep chanting: “La revolución será feminista o no será.”
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Conclusions
The Black Hole of Cuir

I write the conclusions of Feeling Women’s Cuir Culture: Reparative Criticisms,
Temporal Displacements as I receive the news of yet another brutal feminicidio and a new wave
of feminist protests throughout Mexico. This time not only public spaces will be “vandalized”
and national monuments spray painted, but a national strike is called to put symbolic and
economic pressure on the Mexican government. The strike organizers call for a day without
women. Six months ago, I was walking the streets of Mexico City to document the leftovers of
yet another feminist protest that happened in March 2019. It was days before Pride 2019, and the
fashion magazine Elle Mexico had just published their “No Gender Issue” with trans model
Valentina Sampaio on the cover. Her beautiful photo was accompanied by phrases like
“#ProudHumans” and “con la identidad se nace” (born with identity). The eye-catching photo of
Sampaio plastered many of the remaining feminist graffiti from the March protest. These graffiti
refer to the forced disappearances, feminicidios, brutal sexual assaults, and the extreme street
harassment that cis and trans women endure every day in the city. Among these graffiti remains,
one feminist intervention caught my attention: the faceless silhouette of a woman with the word
“Tengo miedo” (I am scared) written on her face next to the giant prints of Elle’s genderless
cover (Figure 5.1). Then and now, I ask myself what it means to be a woman with fear in a world
without gender.
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Figure 5.1: “Tengo miedo” (personal archive).
A few days ago, I was giving a job talk about the political power of women’s cuir culture
and how this culture is shaping the way of doing and feeling politics. A woman in the audience
did not buy my argument. She cynically declared that graffiti has not stopped the máquina
feminicida:“Art cannot stop the systematic killing of cis and trans women in Mexico,” she said
bluntly. I explain how specifically the vandalization of public spaces has proven to be effective
in other contexts since the suffragist movements took place in Europe and the US and, in the
specific case of Mexico, in the present day has started a much-delayed conversation about
feminicidio and the legal processes that need to happen in order to effectively typify it as a
crime. Art, thus, remains the sphere in which the emotional impact of violence can be most
vividly felt, and these emotions can create political movements of change (i.e. “un violador en tu
camino”). Art, thus, may be the only thing that can stop the systematic killings of cis and trans
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women in Mexico. This is not what I said of course. I quoted Nuala Finnegan, who claims that
we always need to think in the ethics of representation that haunt the artistic responses to gender
violence but also the ethics of producing scholarship about these artistic representations
(Cultural Representations… 53). “But, of course, measuring the impact of art is challenging and
problematical,” I concluded my answer to the woman at my job talk. The interaction bothers me
until the present day because she is right: insurgent art and the study of these artistic
manifestations won’t stop the violence suffered by cuir women in Mexico. In fact, studying
artistic representations is a practice of privilege. And yet, I do think my work and the work of
fellow scholars working from spaces of cuir-feminist solidarity matters politically, and so does
insurgent art.
I start this conclusion with these vignettes because they illustrate two theoretical
problems that haunt the writing of this manuscript: What does it mean to write about the future
of cuiridad in a country upholstered by the corpses of women? And, what role do I play within
my own research? At the moment, the first question matters more as a rhetorical question.
Besides, other scholars and writers have already ventured answers to this question (Cristina
Rivera Garza, Luis Felipe Fabre, Sayak Valencia, Irmgrad Emmelhainz). The second question,
however, is related to the ethics of representation and is a question that is present throughout my
corpus. La reinita pop no ha muerto, Carmín tropical, Guadalupe—all these cultural products
share the need to seek better ways of representing cuir women’s bodies.
In previous chapters, much of my argument is based on cuir pessimism—that is,
accepting hopelessness to make room for a possibility (Lisa Marie Cacho, Sara Ahmed)—and an
exploration of what this pessimism does at a critical and theoretical level. I suggested that a great
quantity of the epistemological moments embraced by the writers and artists that I study here are
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moments born from their snaps (anger, fear, disappointment) at heteropatriarchal and
heteronormative structures. As I explained in chapter one, Kati Horna and Leonora Carrington
mock the male obsession with the female body, which developed a whole aesthetic discourse, as
a counter critique to the sexist ideas of the philosophical trend of eroticism. In their photos, these
surrealist artists stage the death of the phallus to foresee a feminist cuir future. Did their critical
interventions change the sexist practices of S.NOB or open up space to other alternative
discourses about the erotic desire? Sadly, no. Does it matter? Maybe. What I do think matters is,
first, their decision to fight a battle they knew was a lost battle and the affect produced by their
feminist-cuir interventions. The gestures contained in the photos point towards something that is
quite not there yet—a new sexual and gender revolution—and will likely never come into being.
But their cuir gestures let us feel that the present space is not enough nevertheless; we must reach
for this future anyway.
Writing Feeling Women’s Cuir Culture: Reparative Criticisms, Temporal Displacements
makes me uncomfortable because I know this research will not change anything. Nevertheless,
we must keep doing this type of scholarship. The canon will remain the canon, gay men will
write the cuir history of Mexico, and female orgasms will continue to be denied. My pessimism
is in part the residual affect of the two questions that I posited before: What does it mean to write
about cuiridad in the sexual economies of death?1 What is at stake for me in doing so? As a
political strategy of re-signification, it is necessary to kill the hope that cuiridad might offer us.
This residual affect, feeling hopeless, is the black hole of cuir.

1

Sayak Valencia uses “sexual economies of death” to refer to necropolitical spaces, in which gender and sexuality
are central axes of the systematic killing machine. See more in “Necropolitics, Postmortem/Transmortem Politics,
and Transfeminisms in the Sexual Economies of Death.”
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In 2014, Diego Falconí Trávez, Santiago Catellanos y María Amelia Viteri edited
Resentir lo queer en América Latina: diálogos desde/con el Sur, a collaborative books project
co-created by academics from different regions of the world stretching the limits of queer and “lo
latinoamericano.” Playing with the double meaning of the Spanish verb “resentir”—that is, to
resent and to feel again or re-feel—the editors outline two paths to think critically lo cuir
latinoamericano. One is the invitation to feel again lo cuir as a theoretical problem of
corporalities inside the hybrid and contradictory discourses about Latin America as a way of
opening the space for political organization and agency to non-heteronormated bodies. The
second invitation is to resent both queer studies and Latin America Studies, which have failed to
established a systematic dialogue, focused on reveling the relationship between the triad sexgender-desire and the Latin American colonial reality (13). Re-feel and resent are two types of
affect that, according to the collaborators of the book, will guide future studies of lo cuir
latinoameriano.
The chapters of this manuscript are an open invitation to feel women’s cuir culture: to get
angry with them, to sing with la reinita, or to laugh at the surrealist jokes of Horna and
Carrington. It is a way of re-feel what queer studies can do in the service of cuiridad and to refeel cultural production as a form of cuir theory. However, this conclusion invites us to resent
cuiridad. We need to resent cuiridad for not being able to provide much more than a path of
resistance, to resent cuir theory and cuir cultural studies as hegemonic spaces of knowledge
production. This is one of the lessons of transfeminismo. This movement refuses to accept the
displacement of the political subject of feminism suggested by the emergence of queer
multiplicities but at the same time embraces these minority becomings. Transfeminismo refuses
cuiridad/queerness for its alliance with academic spaces and the intellectual sphere.
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Transfeminismo posits activism as the future of cuiridad. I resent cuiridad because it fails to
desviar, torcer, the academic debates for the articulation of other political becomings. I resent
cuiridad for not being transfeminista. And yet, I suggest it is urgent for Mexican studies to re-feel
cuiridad. This conundrum is the black hole of cuir.
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